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Introduction 
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Introduction 
Sociology of Literature, a branch of literary study examines the 
relationship between literary works and their social contexts. The 
idealistic perspective of sociology of literature was vociferously put 
forward by none other than Matthew Arnold for whom poetry 
remained the major embodiment of culture i.e., a major repository of 
‗the best that has been thought and said in the world‘. He thus asserts 
the independent causal influence of intellectual ideas on social 
organization and culture. Similarly, T. S. Eliot sought in poetry that 
profound experience which the modern world dominated by 
materialistic value and a cheap moralism, cannot offer. F.R. Leavis 
too included a moralistic dimension in his discussions of poetry. He 
propounded that literary work should provide a mature apprehension 
of authentic life and this authentic representation of life depended on a 
writers‘ moral integrity and personal authenticity. Sociology of 
literature, however, has taken a materialistic dimension in the last fifty 
years with the appearance of such studies as Raymond Williams The 
Long Revolution; John Guillory‘s Cultural Capital: The Problem of 
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Literary Canon Formation and Lucien Goldmann‘s The Hidden God. 
It has concentrated on networks within literary systems, relationship 
between literature and group identities, connecting institutional and 
reader-response analysis and the role of authorial intentionality. As 
such a study of sociology of literature becomes a means to 
understanding the way various modes of knowledge are constructed 
and disseminated. It is a significant pointer as to how events in a text 
are selected, arranged and combined in certain ways for certain 
audiences. In other words, there is no a-ideological text. All literary 
texts are poetics of composition and politics in which the ordering and 
the systematizing is always ideological. It is this covert political and 
ideological dimension of great literary texts that sociology of 
literature seeks to unravel. It helps us place texts in context and point 
out amazing and frequently ignored coincidences between events and 
literary themes to show how social, political and cultural events and 
literary texts are linked through continuous and constant processes of 
negotiations. That is just as the socio-political and economic contexts 
shape literary and non-literary texts, the text in turn has its influence, 
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however small it is, on the context as reinforced by Williams in 
Culture and Society. 
       That literary texts are an integral part of a much wider cultural 
and political context remains central to both the idealistic and 
materialistic dimensions of sociology of literature. It would be, 
therefore, quite interesting to explore the cultural and political 
mechanism in Africa and Canada and attempts made by writers like 
Ben Okri and Margaret Atwood to combat those insidious and not so 
insidious forces that have thwarted the acquisition of an adequate 
cultural and literary identity to these seemingly politically 
independent nations. 
       Both Africa and Canada can be easily placed in the third phase of 
Frantz Fanon‘s cultural and literary relations between colonized and 
colonizer— ‗the fighting  phase‘ where the intellectual and the writer 
turn into an ‗awakener‘ of the people and produce fighting literature, a 
revolutionary literature and a national literature. But, at the same time, 
this progress of the nationalist spirit can also be classified in Fanonian 
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terms as ―federalism in the decolonized phase‖ i.e., when postcolonial 
national governments end up being the bourgeois colonized nation-
state. 
In many Postcolonial countries, successful nationalist 
movements were essentially coalition parties representing several 
ideological positions and tendencies. In Africa, the imperial powers 
both before and after independence imposed an institutionalized 
relationship between Africans and Europeans which facilitated the 
exploitation of Africans and their resources. Similarly, literary works 
in Canada have, by and large, confirmed to Spivak‘s notion of 
postcoloniality as the heritage of imperialism. Writers in Canada have 
tried to unearth a number of factors responsible for retarding the 
process of their search for identity. Pertinent among such factors are 
the absence of adequate indigenous mythology and fictive tradition 
besides the ambivalence engendered by the divergent pulls of 
European heritage and a sense of insufficiency and inadequacy in the 
colonial psyche. The purpose of this study is to examine whether Ben 
Okri‘s Dangerous Love and Margaret Atwood‘s Cat’s Eye interrogate 
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the question of ideology as it percolates through their bourgeois 
colonized nation-states; overcome the psychological damage of 
colonialism/neocolonialism and global homogenization that is 
western-derived- and-controlled and provide scope for dissidence to 
highlight an altered vision. 
The study shall involve a qualitative analysis of the texts. Also 
a systematic study and comparative analysis of the two texts and their 
conformity with the varied dimensions of sociology of literature shall 
be undertaken. The study shall also involve a simultaneous 
understanding of texts and postcolonial ideological tensions with the 
help of logical argument. 
A number of studies have been undertaken on Margaret 
Atwood but most of these have focused on her novel, Surfacing. For 
example, in Critical Responses to Canadian Literature edited by K. 
Balachandran (2004) Margaret Atwood‘s Surfacing has been 
examined under the following headings: ―A New Woman in 
Atwood‘s Surfacing‖ by Dr. Y.J. Sathiaseelan, wherein he talks about 
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the preoccupation of the new woman in the novel and how characters 
confront the various problems of life; ―The Canadian Predicament as 
seen in Surfacing‖ by Dr. S. Natanam focuses on the nameless 
narrator‘s search for her identity; ―Social Dissonance, De-civilization 
and Accordance in Surfacing‖ by Mrs. K. Ponni discusses how 
Atwood is interested in the mental terrains of the Canadians and 
projects their pain of dissonance and finally in ―Exploitation and 
Exploration in Atwood‘s Surfacing‖ by Mrs. A. Vijayalakshmi, the 
protagonist‘s pitiable plight between the two worlds - the 
distractionless, crowdless island and the city with its technological 
developments and buzzing activities is analyzed. ―The Search for 
Myth and Identity‖ by Dr. K. Chellapan is a comparative study of the 
protagonists in Atwood‘s Surfacing and Desai‘s Where Shall We Go 
This Summer vis-à-vis their journey into the wilderness of their own 
past and culture. Fiona Tolan in her book entitled Margaret Atwood: 
Feminism and Fiction (2007), analyzes the major novels of Atwood in 
relation with the development of second-wave feminism. She points 
towards the connections between feminist theory and Atwood‘s 
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fiction, as she is a culturally conscious writer who not only assimilates 
the ideas which are disseminated within her society but also rejects 
them. In Colonial and Postcolonial Fiction: An Anthology edited by 
Robert L. Ross (1999), Atwood‘s Scarlet Ibis and Ben Okri‘s The 
Famished Road have been studied as works of personal and 
postcolonial encounters. ―Breaking the Tyranny of Silence in 
Atwood‘s The Hand Maid’s Tale and Shashi Deshpande‘s That Long 
Silence‖ is an essay written by Mrs. G. Ruby Davaseeli that appears in 
Canadian Literature: An Overview edited by Dr. K. Balachandran 
(2007) and delineates how these two countries facilitate the growth of 
unique identities. The first one narrates the tale of quasi-military 
Republic (Gilead) that chiefly concentrates on human reproduction – 
presenting a modern form of woman hunting that aims at subjugating 
woman‘s power, her fertility. The second one delineates the delicate 
swings of mood, the moments of joy and despair of the narrator and 
protagonist Jaya – a housewife and a failed writer. 
       ―Ben Okri‘s Inscription In Arcadia: An Epiphany of Life and 
Art‖ is an article by Violetta Jojo Verge, prepared for AFSAAP 
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Annual Conference, wherein he gives a critical analysis of his novel, 
In Arcadia and not only talks about his thematic concerns but also 
examines Okri‘s dualistic perspective of the journey undertaken by 
the protagonist in this novel. ―In Search of Postmodern Utopia: Ben 
Okri‘s In Arcadia‖ is an essay written by Alistair Graeme Fox in 
2005. This essay explores how Ben Okri tries to reconstruct Utopia in 
times of fragmentation and destruction. Adam E. Smith in his review, 
―Dangerously Good: Dangerous Love‖ appreciates this novel as an 
elegy of a doomed love affair which transcends from a simple love 
story along the lines of Romeo and Juliet to a book that tackles 
identity and modernity. Maria Blau in her paper, ―Gothic Glimpses in 
Margaret Atwood‘s Cat’s Eye‖ (2005), makes a study of the vast 
range of gothic elements in Cat’s Eye and explains different gothic 
gatherings and ―gothic games‖ explored by Atwood. Cat’s Eye has 
been examined in ―Discovering Life Through Art‖ by Jenna Galley 
(2009), to see how Atwood explores the themes of identity and self. 
Dangerous Love has been studied as the ‗revision‘ of the ‗vision‘ of 
The Landscapes Within, but no research has been done where these 
ix 
 
two writers have been taken together to analyze their works from the 
perspective of the sociology of literature. The present research is 
undertaken to provide a systematic analysis of Cat’s Eye and 
Dangerous Love from the thematic perspective of sociology of 
literature. The study comprises of four chapters besides an 
Introduction and Conclusion.  
In Chapter I, titled Sociology of Literature: An Overview, an 
attempt has been made to explore different schools of thought within 
the umbrella of sociology of literature. It brings together a large 
number of literary figures and explores their ideas regarding the 
eternal relationship between society and literature. This panoramic 
delineation of corresponding dialogue between literary works and the 
society is traced from Plato and Aristotle and followed through 
Matthew Arnold, T S Eliot up to the Marxist critics and almost all the 
major post-colonial thinkers. It serves as a backdrop to the subsequent 
chapters and lends currency to the major dimensions of sociology of 
literature for not being out of date whether it be the ideas of Plato or 
those post-colonial theorists who are seen tackling with the neo-
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colonial onslaught. However, the chapter culminates in the analysis of 
the deterministic communion between sociology of literature and neo-
colonialism— which evaluates works of art in relation with their 
external surrounding where ideology as a governing force becomes a 
living embodiment. 
Cat’s Eye: The Sociology of Cultural Freedom is the title of 
Chapter II. It provides an insight into the various issues related to the 
crisis of identity within the Canadian continent. It analyzes the diverse 
aspects of Margaret Atwood‘s novel Cat’s Eye in order to explore the 
cause/s of disintegration as well as the means of forming a unified 
Canadian identity. Atwood‘s attempts at thwarting the neo-imperial 
forces of the ex-colonial master and that of America which are ever 
present in the form of different ideologies form the core of this 
chapter. The influence of neo-colonial ideology which has inhibited 
the growth of a nation as is rendered in the text and the answers which 
Atwood provides in Cat’s Eye by critiquing and denying these newly 
established capitalist forces lends her enough scope to unfold a 
distinguished Canadian character. Thus this chapter focuses on the 
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current neo-colonial aspects of Canadian society as rendered in its 
literature.  
Another major part of this research is the analysis of Ben Okri‘s 
novel Dangerous Love which is dealt with thoroughly in Chapter III, 
Dangerous Love: A Search for a New Society. Ben Okri belongs to a 
society and generation which is shrouded in neo-colonialism. Okri 
through his art tries to render the concerns of his society while 
identifying the means of solving this crisis. In this chapter, an attempt 
has been made to focus on those issues which Okri takes up in 
Dangerous Love to prevent the further growth of neo-colonial powers 
manifested as neo-elites and who serve the interests of western 
imperial power. Dangerous Love is an evaluation of neo-colonialism 
which ridicules the sovereignty of these former colonies. This chapter 
reveals the role of national bourgeois who after the end of formal 
colonial rule became the cause of national disintegration. In brief, it 
comments on the various shades of neo-colonialism as prevalent in 
these post-colonial nations. At the same time, it highlights another 
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important feature of Dangerous Love when Okri is seen projecting the 
need of revolutionary art for the growth and development of society. 
The last chapter of this dissertation, Dangerous Love and Cat’s 
Eye: A Comparative Analysis is an attempt towards defining the role 
of Margaret Atwood and Ben Okri as conscious writers confronting 
the issue of neo-colonialism which has damaged the very roots of 
their countries. This chapter brings together two artists who belong to 
two different cultures and tries to find out their approach/es towards 
this insidious form of colonialism. 
In the Conclusion an overall development of sociology of 
literature in the contemporary world has been traced with particular 
reference to the current situation in Canada and Africa and the 
response of various writers towards it.  
  
 
 
 
Chapter I 
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Sociology of Literature: An Overview 
Literature has been till date evaluated on the basis of many 
assumptions resulting in the evolution of countless theories. The two 
major assumptions for the analysis of literature have been based on: 
one― aesthetic grounds and two― social implications. Proponents of 
both these views have tried to justify their theories and generated a 
critical debate which has not ended till date. As early as the Greeks, 
the question that raised its garrulous head was, why should poetry be 
appreciated and the answer culminated into a continuing process of 
writing and re-writing about its essential value. This value was judged 
in terms of the social and the aesthetic value of art. Both modes of 
analyzing literature sustained up to the nineteenth century, but with 
the turn of the century, this scenario witnessed a change. With the 
emergence of the American New Critics, the yardstick for the 
evaluation of literature changed and the links between the writer and 
the text severed. The New Critics denied acknowledging any of the 
extrinsic factors like history, biography, psychology, sociology etc as 
significant for the analysis of literary texts and shifted the focus of the 
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study towards ―the words on the page‖. The emphasis was laid on the 
close textual study. However, their views were challenged by critics 
like Kenneth Burke who tried to restore links between literature and 
society. Kenneth Burke introduced sociological criticism in the 
twentieth century and emphasized its importance in contemporary 
times. Burke refused to accept the ontological concept of art as 
propounded by New Critics and emphasized the relation of literary 
texts with the author, audience and society. He persistently endorsed 
the socio-historical lineage of literary production. This can be 
exemplified from the following drawn passage from Encyclopedia of 
Literary Critics and Criticism: 
Ultimately the most important message to derive from Burke is 
that words are agents of power, that they are value-laden, 
ideologically motivated, and morally and emotionally weighted 
instruments of persuasion, purpose, and representation…. For 
Burke, literature, as a form of symbolic action in the world, is 
inextricably linked to society- it is not a priviledged form of 
language that exists in its own separate and autonomous sphere.  
(Henderson 1999:192-193) 
This passage substantiates the assumptions central to the theory of 
Kenneth Burke regarding the social function of literature and also how 
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literature becomes the manifestation of various social forces. 
Moreover, in his essay ―Kinds of Criticism‖, Burke points out the 
significance of sociology of literature.  Burke categorically states that 
intrinsic criticism severs the connection of literature with the world 
and makes a holistic interpretation of literary texts impossible. He 
promulgates the view that literature should be located in the context of 
the world it addresses.  
Sociology of literature places literature in its larger social 
context and not only analyses the impact of society on literature, but 
also the influence of literature on society. Literature helps understand 
the social milieu and plays a pivotal role highlighting the relationship 
between the writer and his social background. Lucien Goldmann has 
said, ―the sociology of literature established a relation between 
the…literary works and the collective consciousness of the particular 
social group from which they emerged‖ (1975: 8-9). Sociological 
Criticism starts from the poetics of Plato and moves on from Matthew 
Arnold, T S Eliot, and Marxists to Feminists. However, the course of 
sociology of literature is two-fold in nature: it is simultaneously bound 
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by and drawn towards an idealistic dimension as well as that of the 
Marxist leanings. The present chapter would be an attempt to bring 
forth the sociological views of these theorists and theories and throw 
light on the evolution and the variegated dimensions of sociology of 
literature. 
 Plato (427-387 BC) in his book, The Republic talks about the 
value of art in human society although his main aim is overtly 
political― to figure out the characteristics of an ideal state. Plato was 
the first Greek philosopher to study society in a holistic manner. Plato 
offers a clear analysis of the relation between ―Poetry‖ and ―Society‖ 
while commenting on Greek literature and inadvertently marks the 
beginning of the sociology of literature. Plato was not an advocate of 
poetry (literature) rather he rejected poetry by highlighting its 
corrupting nature, its inferiority to practical arts and its deceptive 
tendency. Plato in his introduction to mimesis states that an artist is 
only an imitator offering a false representation of the world of ideal 
forms and propagating falsehood. According to Plato, poetry waters 
baser emotions and makes men effeminate. So, for him, poetry cannot 
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be of educational value. Thus he wants to keep poets out of the walls 
of his state. In Book X of The Republic, Plato states: 
When we hear Homer or one of the tragic poets representing the 
sufferings of a hero and making him bewail them at length, 
perhaps with all the sounds and signs of tragic grief, you know 
how even the best of us enjoy it and let ourselves be carried away 
by our feelings… 
Admit the sweet lyric or epic muse, pleasure and pain become your 
rulers instead of law and the rational principles commonly 
accepted as best.  
(Plato 2004: 22-23) 
Here, this passage helps us to understand the sociological background 
of Plato‘s views regarding poetry. It gives us a clear insight into the 
initiations of the theory of sociology of literature as he studies poetry 
from the social and ideological point of view. Plato‘s analysis of 
poetry as opposed to the aesthetic view of art anticipates the recent 
theoretical ideas of Marxism and New Historicism. Plato was 
succeeded by his disciple, Aristotle, who perpetuated a different 
theory of art and defended poetry against the severe criticism of his 
master. Aristotle does not look at poetry only from its social point of 
6 
 
view but moves from particular to general and lays emphasis on the 
value of individual works of art. He studies Greek tragedy and points 
out the main features that make it appreciable. He focuses on the 
cathartic aspect of poetry which brings his theory closer to the 
sociological concept of literature. His concept of mimesis which is 
overtly different from that of Plato also aligns him with the 
sociological critics. Mimesis for Aristotle is a process of representing 
life in an organic manner and is therefore completely indebted as well 
as related to real life. However he does not go too far in considering 
the social nature of poetry since his major emphasis is on the work of 
art itself and what makes it valuable. 
The poetics of Plato, Aristotle and other classical writers was 
revisited in the age of Renaissance in order to evaluate them critically 
and to relate them with the contemporary literary situation. The 
Renaissance criticism strived to ―defend poetry and literature from 
charges— brought within both clerical and secular circles— of 
immorality, triviality, and irrelevance to practical and political life‖ 
(Habib 2005: 239). Sir Philip Sidney in his treatise Apology for Poetry 
7 
 
attempted to defend poetry against these charges. Although, Ben 
Jonson was the pioneer of neoclassicism in England yet it was John 
Dryden who initiated the movement of renewed interest in classical 
texts and formulated conventions to be adhered to by writers while 
writing and critics while examining literary works. The following 
lines elucidate the nature of criticism prevalent in the Neo-Classical 
era: 
During the neo-classical or Augustan Age criticism did increase in 
bulk and quality. In formal treatises and in essays and prefaces to 
poems and plays ideas on the principles of writing were set forth, 
defined and clarified; and a determined effort was made to asses 
both current literature and the inheritance from the past….The 
debates about the unities raised in the neo-classical 
period…significant for literary theory and especially for the theory 
of ‗imitation‘.‖ 
(Tak 2004: 43) 
Hence, Neo-Classical literary criticism attempted to form connections 
between the valuable literary heritage of ancients and present day 
literary works. However, with the change in the economic, political 
and cultural realms in the eighteenth century, the ideals of 
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neoclassicism were replaced by Romanticism which emphasized 
individual experience and aesthetic pleasure. The social function of 
literature to change the behavior of people considered central by 
earlier critics was overturned and poetry for Romantics became ―a 
reflection of the wisdom of the heart and the grandeur of the 
Imagination‖ (Malik 1988: 82). William Wordsworth, however, felt 
that poetry has an important function to perform in the age of cultural 
crisis and therefore he defined a poet as ―a man speaking to men‖. 
Similarly, William Blake and P B Shelley also propounded the idea 
that poetry can be useful in the transformation of society. Like 
Marxists, Blake believed in the formation of a society free from all 
types of hierarchies. He uncovers the role of Church and State as 
propagating ideologies in order to govern and suppress the common 
men. He comes up with a critique of bourgeoisie who exploit the 
working class people. He forthrightly states that the problem with the 
society arises because of ―mind-forged manacles‖ constructed by the 
higher class to plunge innocent masses into the depths of ignorance. 
Shelley, in a similar way, accepts the socio-political values of poetry. 
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In A Defence of Poetry, he states that literature and society are directly 
influenced by each other. Shelley lends poetry political and moral 
function since, he defines a poet as a ―legislator‖ and a ―prophet‖. 
These approaches of earlier critics though not adequate, gave impetus 
to successive critics for the formation of numerous literary theories.   
 Matthew Arnold in the nineteenth century and T S Eliot in the 
twentieth century laid down the principles of literary criticism and 
both exercised wide influence on writers and critics alike. Matthew 
Arnold put forth principles to select the works of art which could 
propagate ―the best ideas‖ thereby validating the social commitment 
of literature. He laid emphasis on the tendency of literature to stabilize 
society, and the responsibility of the critic of literature to spread ideas 
which are infallible in the era of chaos and confusion. This approach 
to literature was considered by Marxist criticism as ideological. R A 
Scott-James states that Matthew Arnold was the first critic to discuss 
the relation between the critic of literature and society explicitly. For 
Arnold, literature is the criticism of life and it is the function of the 
critic to propagate those ideas in the world. Poetry is of immense 
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value for Arnold as it represents culture and is the only way out for 
sustenance in the world where religion has become out of date. In 
Culture and Anarchy, he affirms that in the contemporary times of 
cultural anarchy, poetry as an anti-dote can bring about a cultural 
revolution. Although, Arnold tends to be quite ambiguous when he 
takes his stand against the historical approach of criticism, yet at the 
same time, he favors biographical interpretation and remains aware of 
the significance of ―the moment‖. He maintains that the critic should 
be ―disinterested‖ from certain considerations but then he also binds 
the critic to some socio-ethical interests to promote cultural standards. 
Here is a passage from The Making of Literature that elucidates how 
Matthew Arnold related literature and society:  
Aristotle‘s critic owes allegiance to the artist, but Arnold‘s critic 
has a duty to society. He is a propagandist tilling the soil so that 
―the best ideas‖ may prevail, making ―an intellectual situation of 
which the creative power can profitably avail itself.‖ To prepare a 
social atmosphere which will stimulate the artist―to make the best 
that has been written familiar to the public― this was the new task 
of criticism. It was to be a contribution to the problem of 
―perfection,‖ or ―how to live.‖ It was on the way to becoming a 
branch of social reform.  
(Scott-James  2008: 199) 
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The above cited passage reveals how Arnold expounds his principles 
of criticism— based on the notion of poetry as the criticism of life. 
Hence Arnold considered poetry as the true inculcator of wisdom and 
a fortifying aid to remain fully human, like a true Renaissance 
humanist. Although Arnold was essentially a moralist yet he is also 
the founder of sociological school of criticism because of his overt 
delineation of the relation between literature and its influence on the 
society. Taking a cue from Matthew Arnold, T S Eliot in the twentieth 
century which was the epoch of great socio-cultural upheaval, put 
forth the theme of social disintegration in his poetry. T S Eliot was 
influenced by T E Hulme and Irving Babbit and inherited the tradition 
of Classicism as an attack on Romanticism.  In his seminal essay 
―Tradition and Individual Talent‖, Eliot declared: 
No poet, no artist of any art, has his complete meaning alone. His 
significance, his appreciation is the appreciation of his relation to 
the dead poets and artists. You cannot value him alone; you must 
set him, for contrast and comparison, among the dead. I mean this 
as a principle of aesthetic, not merely historical, criticism.  
(Eliot 2004: 182) 
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Eliot‘s theory asserted that the entire literature of Europe, past and 
present together, formulated a ―simultaneous existence‖ and a 
―simultaneous order‖ which is modified by subsequent works of art 
continuously. He also emphasizes that it is the historical sense which 
helps the writer to become deeply cognizant of his present situation. 
Eliot‘s approach towards literature however is dualistic in nature. This 
has been rendered well by M A R Habib in the following lines:  
On the one hand, he believed that the aesthetic dimension of works 
of art is irreducible; on the other, he believed, with increasing 
insistence throughout his career, that art is irreducibly bound to its 
social, religious, and literary context.  
(Habib 2005: 629) 
In his later life, Eliot converted to the Anglican-church and this 
changed his critical views also. In his essay ―Religion and Literature‖, 
Eliot highlights the degrading influence of contemporary literature on 
society and therefore focuses on the ethical and moral affects of 
literature. Eliot marks a complete shift from his earlier position where 
he emphasized the idea of ―Tradition‖ to judge a work of art and 
ventures to make it more tangible by adding an ethical and religious 
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dimension. T S Eliot was followed by F R Leavis, who further 
underscored the idea of ―Tradition‖ and accentuated the social and 
moral concerns of literature. His criticism is based on the literary and 
the cultural aspects, which is actually centered on his reaction against 
the superficiality of machine age and mass culture. Like the New 
Critics, Leavis believed in the close reading of literary texts yet he 
also upheld the social and moral concerns of literary criticism. For 
Leavis, literary criticism should facilitate the maintenance of high 
cultural standards and English literature can help to check the cultural 
decline of his society. Literature is the only area where the 
relationship between heritage and present can still be considered 
which has been destroyed by industrialization and mass culture. 
Another critic who analyzes literature in this light is Northrop Frye, an 
archetypal critic. Satish K Gupta in his essay ―Frye, Northrop as a 
Sociological Critic‖ studies Frye as a critic who is interested in the 
relation between literature and the social conditions under which it is 
shaped. S K Gupta comments: 
The criticism of Frye has a great deal to do with the operational 
role of myth and archetype which helps us to see contemporary 
literature and life in right perspective. The critical intelligence that 
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Frye cultivates leads him to a theory of criticism and of the place 
of literature in society. 
(Gupta 2001: 675)   
For Frye, genuine criticism is a conciliation of the literary and the 
social aspects as they complement each other. Literature, therefore 
enables to interpret culture, and criticism becomes an instrument of 
bringing literature and society together. Frye, far from being an 
archetypal critic, can be labeled as a sociological critic of literature.  
 The views of all these thinkers do not focus on the economic 
and materialistic determinants of literature but on the intellectual and 
the idealistic. Although sociology of literature is not an organized 
field of study yet a group of critics follow the idealistic dimension of 
the sociology of literature. The social aspect of literature is dealt with 
in different ways. Sociology of literature here emerges as a study of 
social, moral and religious tendencies of literature and thus remains 
on an idealistic pedestal. However, this idealistic leaning of criticism 
was overturned by Marxists. Marxists shunned away from the 
idealistic dimension of the sociology of literature and focused on the 
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materialistic underpinnings of society as well as literature. Sociology 
of literature analyses a work of art with reference to the social milieu 
of its author. As literature is not created in a vacuum, it articulates the 
concerns of a particular community fixed in time and space. 
Sociology of literature holds that relation between art and society is a 
vital one. Hence, it interprets literature in its social context and also 
examines its social effects as literature and society uphold a reciprocal 
relationship. The role of the writer therefore becomes another concern 
for sociological critics. This engagement of sociology of literature is 
taken further by Marxist critics. Marxist criticism, a branch of 
sociological criticism, rejects aestheticism and tends to show how 
literature reflects the changing social and economic patterns.  
 Marxist literary criticism assumed that economic substructure 
determines the superstructure— which includes literature as a product 
of ideology. Marx observes that the intellectual force in a society is 
governed by the ruling economic force. The governing class through 
different spheres of law, morality, religion and art disseminates its 
own interests as universally humane. Therefore, literature is to be 
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examined with reference to the economic base, class and ideology. 
Hans Bertens renders it in these words:   
All Marxist critics agree, however, that in the study of literature 
the social dimension is absolutely indispensable. Writers can never 
completely escape ideology and their social background so that the 
social reality of the writer will always be part of the text.  
(Bertens 2008: 70) 
Thus literature does not have an autonomous realm of existence, but 
emerges from historical forces. For Marx, a literary work is not 
important since it rises above the restrictions of time and space, but is 
significant as it captures historical processes. Many fields of modern 
criticism like Feminism, Historicism, Deconstruction, Postcolonialism 
and Cultural Studies owe a lot to the theory of Marxism. Marxist 
criticism with the changing historical situations has been adapted 
incessantly by other schools. The type of Marxist criticism that was 
prevalent in the early half of the twentieth century was called 
reflective Marxism. Reflective Marxism dealt with the literary work 
as a product of socio-economic forces in order to further social 
change. Georg Lukács, the Hungarian Marxist critic supported 
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reflective Marxism and socialist realism. He was a major adversary of 
modernism in literature, as he considered modern novel to be 
ahistorical. K M Newton (1999: 731) writes, ―the major Marxist 
critic…Georg Lukács, [was] a supporter of socialist realism and a 
fierce opponent of modernism in the arts‖.  In spite of this, he was not 
of the view that the relationship between literature and social reality 
was uncomplicated and resolved. He favoured the nineteenth century 
realist novel, which incorporated critical realism, and not only 
projected bourgeois ideology but also offered a critique of that 
ideology. In The Historical Novel (1937), Lukács points out how the 
economic changes resulted in the growth of bourgeois historical 
consciousness and finally in the rise of the historical novel. Lukács 
approved of the reflection of the totality of historical forces through 
literature yet, opposed naturalism i.e. the imitation of surface reality. 
However, Louis Althusser in the latter half of the twentieth century 
marked a break with the reflective model of Marxist criticism. As K 
M Newton rightly states that ―Althusser‘s theory created the 
intellectual conditions for forms of Marxist criticism that drew on 
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ideas from a variety of sources such as structuralism, psychoanalysis, 
and discourse theory‖ (1999: 732). Althusser established a link 
between Marxism and Structuralism which made Marxist criticism 
more appealing to critics. The two main aspects of Althusser‘s 
Marxism were— ―social formation‖ and ―ideological state 
apparatuses.‖  His concept of ―social formation‖ was a rejection of the 
concept of ―totality‖ which was maintained by earlier Marxists. While 
in ―totality‖ economic base determined the structure of all other 
levels, but ―social formation‖ remained without a centre and consists 
of various levels. Althusser instead of defining ideology as ―false 
consciousness‖ as was done by earlier Marxists redefined it as an 
imaginary connection between reality and individual and labeled law, 
education, religion and art as ―ideological state apparatuses‖ which 
develop separate ideologies. Althusser rejected Humanism and 
rendered the status of ideology as ―false‖, because for him it has a 
―structural and formal character‖.  
 Thus it becomes apparent that while earlier theories are 
idealistic in nature, Marxist criticism is materialistic in nature as for 
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them matter is of supreme importance. Marxism lays emphasis on 
historical and social views of literature since the major premise of 
Marxism is to change the world. Therefore a committed writer places 
his works in collaboration with the developments of his time. 
Raymond Williams, Frederic Jameson and Terry Eagleton also link a 
literary text with its author. While Marxism foregrounds the 
materialistic dimension of sociology of literature, ideology remains 
one of its significant variables. The concept of ideology for Marx and 
Engels was ―false consciousness‖. The nineteenth century was the era 
of capitalism governed by the harsh exploitation of working class. 
Marx, therefore, was obsessed to know why a worker continued to be 
exploited by the ruling class. He observed that this is because of 
ideology as a result of which these workers believed that they 
deserved it. He said that the society is always governed and run by the 
ideas of the ruling class which was termed as the ―dominant 
ideology‖. Ideology therefore was defined as ―the ruling ideas of the 
ruling class‖ (Ryan 1999: 53). The Marxist concept of ideology 
rejects the liberal humanist idea which propagates that man is 
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essentially free. This notion of ideology has been dealt with by a large 
number of critics.  Ideology, part of superstructure, is derived from the 
economic base. Hence, education, religion, philosophy, government, 
science, technology, media and arts are all ideologically conditioned. 
The ―isms‖ that were prevalent in the twentieth century are also 
categorized as ideologies for these ―isms‖ were ways of understanding 
the reality held by different groups of people. Therefore, Marxism is 
an ideology too. However, it is a non-repressive ideology which 
makes us vigilant about our circumstances as we remain oblivious to 
the fact that we are ruled by ideologies throughout our lives― 
ideologies which are disseminated by the ruling class. It foregrounds 
how repressive-ideologies appear to be natural as these prevent people 
from being familiar with their actual historical conditions. Marxism 
shows how successful ideologies remain unrecognized by the people 
who inherit them and, reveals the extent to which people are governed 
by these ideologies. Lois Tyson renders this in the following passage: 
Marxism works to make us constantly aware of all the ways in 
which we are products of material/historical circumstances and of 
the repressive ideologies that serve to bind us to this fact in order 
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to keep us subservient to the ruling power system. Although 
Marxist theorists differ in their estimation of the degree to which 
we are ―programmed‖ by ideology, all agree that the most 
successful ideologies are not recognized as ideologies but are 
thought to be the natural ways of seeing the world by the people 
who subscribe to them. 
(Tyson 2006: 31) 
Marxist criticism hence tends to unravel the role that ideology plays in 
cultural productions— like literature— as some of the critics believe 
that culture transmits ideology in the form of entertainment. Since 
literature is a product of socio-economic conditions, it reflects the real 
socio-historical situations. Hence a literary text might become a 
source to reinforce ideologies or might tend to critique the ideologies 
it embodies, since both ideology and literature influence each other. 
Many literary texts have been found encompassing both these 
tendencies. 
 Raymond Williams (1921-88) a Cultural Materialist approaches 
literature as a product of historical forces with social significance. For 
Williams, literature is a vehicle of spreading ideology. He emphasized 
Antonio Gramsci‘s concept of hegemony— ―the domination of a set 
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of ruling beliefs and values through ‗consent‘ rather than through 
‗coercive power‘‖ (Bertens 2008: 68) accepted by people in their own 
interests. However, he asserts that in the changing cultural situation 
literature not only represents ideology but manifests counter-
hegemonic tendencies as well and makes room for any hidden or 
implicit voice within a literary text which disagrees with the 
commonly held view. Another Marxist literary critic who deals with 
the relation between the literary texts and ideology is Fredric 
Jameson. Fredric Jameson attempted to form connections between 
Althusserian Marxism and the reflective Marxism of Georg Lukács. 
Jameson suggests that the content of a literary text should also be 
thoroughly analyzed as form carries powerful ideologies within itself. 
He is not concerned with establishing the right or wrong status of 
ideology, but to examine how ―culture and art affect and even 
construct individuals‘ sense of themselves‖ (Robert 2000: 19). Fredric 
Jameson clearly acknowledges that ideology shapes our existence and 
in this regard culture plays an important part. Ideology, as discussed 
earlier, with the passage of time has been understood as Georg 
Lukács‘ ―reification‖, Antonio Gramsci‘s ―hegemony‖ and Louis 
23 
 
Althusser‘s ―ideological state apparatuses‖. These different 
interpretations regarding the concept of ideology make it more 
appealing since all these theorists insist on different aspects of 
ideology, which are vital towards the understanding of a literary text 
from the perspective of sociology of literature. 
 Postcolonial literature hence can be located within the cultural 
and political context in order to show how social, political and cultural 
events and literary texts are linked from both the idealistic and 
materialistic dimensions of the sociology of literature. For 
postcolonial writers argued that their works should be judged within 
the context of their own culture and not from the imperialistic 
perspective, as their culture is not inferior but only different. 
Therefore, postcolonial literature works towards the definition of 
identity and culture while imperialist powers are constantly embedded 
in the colonial psyche.  Ngugi wa Thiong‘O also comments on this 
subject of how literature and society are related to each other. Ngugi 
writes: 
The class in power, for instance, controls not only the productive 
forces in the community but cultural development as well…. The 
way power in society is organized can affect writers and their 
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writings in several ways. The writer as a human being is a product 
of history, of time and space. As a member of society, he belongs 
to a certain class and he is inevitably a participant in the class 
struggle of his times. As a writer in a given society, it does make a 
difference whether he is allowed to write or not; whether what he 
writes is controlled or not; and whether he is espousing this or that 
class outlook.  
(Ngugi 2007: 476-477)  
Thus, postcolonial literature cannot be segregated from its political, 
social, economic and cultural contexts which simultaneously reveals 
that it cannot be disentangled from ideological engagements. Here it 
would be apt to mention that Edward Said in his seminal book 
Orientalism  adopts Antonio Gramsci‘s concept of ―hegemony‖ and 
shows how the voice of the colonized people was suppressed by 
means of consent in order to popularize the colonizers version of the 
colonized and thus to legitimatize their rule over them. This 
hegemonic rule in turn resulted in the evolution of postcolonial 
literature, which can be visibly associated with the third phase of 
Frantz Fanon‘s theory. The Postcolonial writer graduates from the 
second Fanonian phase- ―just-before-the-battle‖- into the third phase 
i.e. the ―fighting phase‖. Fanon renders this in the following lines: 
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Finally, in the third phase, which is called the fighting phase, the 
native, after having tried to lose himself in the people and with the 
people, will on the contrary shake the people… he turns himself 
into an awakener of the people; hence comes a fighting literature, a 
revolutionary literature, and a national literature. 
(Fanon 1967: 179) 
Thus it becomes explicit that postcolonial literature is ideologically 
motivated and constitutes a Foucauldian discourse– through which 
knowledge is constructed. Under the influence of Michel Foucault, 
Said propagated the theory of ―the discourse of power‖ according to 
which it is ultimately the power that determines the validity or 
otherwise of the discourse in human communication. On the basis of 
this, Said argues that literature of the colonizer is only a kind of 
power-politics exhibiting the ways and means of colonization. 
Therefore, to combat these insidious forces there is the need of 
realistic knowledge of the colonized. Postcolonial writers here 
emerged to give an authentic version of their experience from the 
insider‘s point of view. As Michel Foucault in his essay ―What is An 
Author‖, deals with the question of function of the author as against 
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Roland Barthes inscription of ―death of the author‖, Foucault states 
four functions and calls them ―author-functions‖. He says the function 
of the author is to place the text in a context with other texts; to put it 
in a historical context; to relate it to a particular culture; and to make 
the reader understand the technicalities of language. Explaining 
further the concept of an author, Foucault states: 
The author is not an indefinite source of significations which fill a 
work; the author does not precede the works, he is a certain 
functional principle by which, in our culture, one limits, excludes, 
and chooses; in short, by which one impedes the free circulation, 
the free manipulation, the free composition, decomposition, and 
recomposition of fiction. 
(Foucault  2004: 277) 
Thus while reading a text, one has to keep in mind that it has been 
written by a particular author who has placed it in a particular 
historical context.  
 Postcolonial literature undertakes the task of trying to 
adequately represent a post-colonial society in search of a national 
identity. Postcolonialism challenges the European claims to 
knowledge about the history and culture of the colonized and hence 
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contributes towards the cultural self-definition of erstwhile colonies. 
Therefore, Postcolonialism shares links with sociology of literature in 
terms of being conditioned by idealistic, ideological and materialistic 
aspects of literary studies, in order to point out how literature and 
society share a reciprocal relationship.   
However, critics have pointed towards the hazards of neo-
colonialism which has been retarding the process of cultural self-
definition and identity formation of the so called post-colonial 
countries. Therefore Postcolonialism is in a continuous process in 
which writers not only have to face the dislocation caused by the 
colonial encounter but, also the insidious effects of neo-colonialism. 
The dominant ideology of neo-elite class— formed after the end of 
colonizers military and governmental rule and the growth of 
American led imperialism are the major forces that propagate neo-
colonialism in the post-colonial countries. As Lois Tyson also writes 
that ―neocolonialist corporate enterprise is supported… by puppet 
regimes…and by covert military intervention‖ (2006: 425). Thus in 
the form of neocolonialism, colonialism still threatens the decolonized 
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masses of former colonies and turns decolonization into a myth. The 
postcolonial writers are anguished by the dominance of neocolonial 
powers and this has resulted in the growth of literature that is 
essentially bound up with the effect of neo-colonialism, as can be 
understood from this passage: 
Writers focus on the distinctive ways in which they differ from the 
mainstream culture, show resistance to colonial oppression as well 
as neo-colonial oppression that works insidiously within the 
framework of a deliberate and determined effort at subordination. 
(Want 2008: 42) 
It becomes relevant to study the socio-political concerns of 
postcolonial writers as well as postcolonial studies to counter or abide 
by the ideological strategies of neocolonial powers.  
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Cat’s Eye: The Sociology of Cultural Freedom 
Primarily, the prominent cultures in Canada have been the British and 
French. However, after achieving the official status of a separate 
country in 1867, there has been a large scale immigration to the 
Canadian land from different parts of the world. This cultural plurality 
remained an impending factor for the Canadians to frame a monolithic 
Canadian identity. The ethnic discourse has found a formidable room 
amongst the Canadian literature but has punctured the very concept of 
a monolithic Canadian identity. Also the most destabilizing factor that 
has undermined a centered Canadian identity has been the French-
English divide. Quebec, the French-speaking province has vehemently 
resisted efforts to bring about a rapprochement between the seemingly 
two nations in Canada. The heterogeneity of cultures and the British 
and French divide in Canada have made Canadians exiles in their own 
country by not allowing them to develop a unified identity. The 
cultural divide between the English and French provinces alongside a 
grave colonial heritage has made the formation of a definite Canadian 
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identity impossible. The French-speaking province in Canada has 
attained fulfillment in terms of establishing a distinguishable identity. 
However, it has hindered the process of the formation of a monolithic 
Canadian identity by not reconciling with the English-speaking 
Canada due to a sense of threat for losing its cultural identity 
completely if it comes to terms with the majority culture. This cultural 
divide between these two cultures is evident in their literature as well 
and gives a clear representation of a divided country. The literature of 
these communities has been influenced by their respective ―mother 
cultures‖. In the beginning literature produced in English-speaking 
Canada was primarily an imitation of its British counterpart and was 
also threatened by the developing American literary tradition. 
Although the colonial ties of Canada with the British Empire have 
been severed yet it continues its struggle for achieving a distinctive 
identity because of the Canadian mind being imprisoned within the 
shackles of ―mother culture‖. America is a major force which has 
been deferring the process of a unitary Canadian identity. Having 
failed to wrench themselves free from the colonial mentality even in 
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their post-colonial history, Canadians found themselves in the octopus 
grip of the psycho-social and economic colonization of USA. To top it 
all, the influx of immigrants from all over the world has only added to 
the Canadian enigma of identity.  It resulted in the slow development 
of Pan Canadian literature as Keith also states: 
Naturally, this majority looked back to Britain and France for its 
intellectual and literary sustenance. And equally naturally, in the 
case of English-speaking Canada, the influence of the energetic 
and populous United States (in recent years most conspicuous 
through radio, film, and television, but from early times to the 
present no less significantly through newspapers and books) was 
considerable. 
(Keith 1985: 2) 
Colonial mentality, American cultural imperialism and cultural 
plurality along with English-French divide are the major forces which 
have retarded the process of the quest for a homogeneous Canadian 
identity. This has led to the continuation of the enigma of Canadian 
identity. Though Canada was struggling to claim an independent 
political identity from Britain it could not resist economic dependence 
on the United States. Hence Canada not only remained subservient to 
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the ―mother‖ country but also remained influenced by the culture and 
outlook of the USA. M F Salat in his introduction to his book The 
Canadian Novel: A Search for Identity states: 
For Canadians…colonial outlook constitutes one of the major 
obstacles to the resolution of the enigma of identity. In fact, one 
can say that Canada and Canadians have never been fully rid of the 
colonial mentality throughout their post-colonial history. For, 
while earlier it was the British colonial experience that engendered 
the colonial outlook, now it is the psycho-social and economic 
colonization of Canada by the U.S.A. that accounts for its 
existence.  
(Salat 1993: xiv-xv) 
This has resulted in the ―Canadian dilemma‖. The search for identity 
for Canadians has not ended up although other postcolonial countries 
have to a large extent regained their identity by means of rich cultural 
heritage and literature. Canada still struggles in the formation of a 
unified identity due to the dualistic pulls of the ―mother‖—Britain and 
neighbour—USA. In fact, the continuation of the identity crisis vis-à-
vis Canada is what distinguishes the Canadian predicament from all 
post-colonial nations. Other post-colonial nations like India and 
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Africa have resurrected their identity by re-visiting their history and 
re-establishing a great mythological present. They have severed their 
ties with the colonial master and redefined their cultural heritage. But, 
Canada has not been able to locate a dignified identity for itself 
although like other nations it has a physical and geographical 
existence. It still looks back nostalgically to the other ―mother 
culture‖ for sustenance and equally depends on America for socio-
economic and psychological support. Canadian writers have made 
several attempts to re-write the fate of Canada from ―nothingness‖ to 
a colossal nation, in spite of the cultural disparities and colonial 
outlook in Canada that has left the void unfilled. Hence, the focus of 
Canadian writers has shifted towards the forces which render the 
possibilities of resolving the question of ―Canadian problematic‖ 
hopeless. Salat also acknowledges that:  
The quest for identity is… a fate Canada shares with all post-
colonial or new nations. However, what distinguishes the Canadian 
predicament from that of the other countries is the continuation of 
the identity-crisis over an inordinately long time-span…. This very 
prolongation of the debate on identity in Canada… calls for a 
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discussion of the Canadian predicament to dis-cover the factors 
that disallow an adequate resolution of the Canadian dilemma of 
identity as well as the means employed/ envisaged by Canadians to 
cope with the subversive forces and evolve/ assert a distinctive 
national identity.  
(Salat 1993: xiii-xiv) 
A major preoccupation with writers in Canada has been ―the 
Canadian social puzzle… ―is there a Canadian identity?,‖… the 
Canadian literature puzzle… ―Is there a Canadian literature at all?‖ ‖ 
(Sinha and Jagdish 2011:11). Canadian writers have sought to render 
the character, ideals and spirit of their country in their literature in 
order to locate a Canadian identity so that Canadian literature turns 
out to be a source of Canadian national identity. This is reflected in 
the following passage: 
In fact, it has frequently been suggested that the question, ―what is 
a Canadian?‖ is entangled very intricately with the question ―what  
is Canadian literature?‖ in a way that does not happen to so great 
an extent with other literatures…. At the end of the debates, the 
verdict almost always returned is that there is a literature and an 
―identity‖ distinctly Canadian.  
(Sinha and Jagdish 2011: 11) 
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In the light of these lines, the major themes which define Canadian 
literature particularly in the recent decades are multiculturalism, neo-
colonialism and search for self-identity.  
The history of the Canadian literary tradition can be traced back 
to the works of eighteenth century travelers and explorers like 
Alexander Henry, Samuel Hearne, Alexander Mackenzie and others. 
They described the landscape and native people in their works in 
order to find avenues for facilitating their trade. Later in the 
nineteenth century the lack of an authentic individual Canadian 
tradition necessitated Canadian writers to ―slavishly imitate their 
betters‖ (Keith 1985: 5) and remain highly indebted to these British 
models. The literature produced during this era was considerably poor 
in quality because Canada ―hardly encouraged the sophisticated 
analysis of human motives, attitudes, and relationships‖ (Keith 1985: 
41). Not only socio-historical conditions but unavailability of 
substantial readers in Canada remained hostile towards the growth of 
Canadian literature. The Canadian reading public relied on the works 
36 
 
of the British and American authors and as a result Canadian literature 
was subdued. This is established in the following passage: 
…Canadian readers relied for the most part upon cheap reprints of 
English and American works. Markets for short stories or the 
serializing of novels were to all intents and purposes confined to 
British and American outlets. Above all, the time when Canadian 
fiction might have begun to develop… [was] dominated by 
Dickens, George Eliot, and Thackery.  
(Keith 1985:41) 
As a result, Canadian writers blindly followed the route of the British 
and American writers. In order to gain success ―Canadian writers 
were forced to adapt their attitudes and methods for readers abroad‖ 
(Keith 1985: 121). Most of the works produced during the early stages 
of fiction writing were not of a high artistic standard and were usually 
derivative. The History of Emily Montague (1769), an epistolary novel 
by Frances Brooke is referred to as the first Canadian novel. Though 
much of the action takes place in the territory of Quebec, this novel is 
by no means addressed to the Canadian audience. It makes use of the 
Canadian subject matter for English reading public. Another novelist, 
John Richardson attempts to project the major events of Canadian 
history in his historical romance Wacousta (1832). However, it has 
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also been stated that without taking clue from the works of Sir Walter 
Scott ―Richadrson could hardly have attempted historical fiction in the 
early 1830‘s‖ (Keith 1985: 43). Most of the Canadian writers writing 
in the nineteenth century like Richardson have been seen adopting the 
themes and techniques of the English and American writers. William 
Kirby and Sara Jeanette Duncan have been claimed to follow the 
traditions of Scott and Henry James respectively in their works. Not 
only nineteenth century Canadian literature but the literature that was 
produced in the early decades of the twentieth century as well was of 
little significance. Frederick Philip Grove who is considered to be the 
first Canadian novelist of some repute made the possibilities of a 
serious kind of fiction in Canada evident. However, he too had to look 
for the style of his works outside Canada. Grove had been 
preoccupied with his fascination for America which becomes apparent 
by the subject-matter of his books and also by the title of his early 
novel A Search For America (1927). Unlike Grove‘s vacillation 
between the European tradition and American infatuation, Morley 
Callaghan presented himself as the perpetuator of American ideals, 
traditions and wrote ―totally within the American grain‖ (Keith 1985: 
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127). These two writers laid solid foundations for serious Canadian 
fiction in the early twentieth century yet they remained firm with 
regard to their Euro-American preoccupations. 
The failure of Canadian writers to expound a distinctive way of 
writing so as to promulgate a distinctive Canadian character in the 
nineteenth and early twentieth centuries delayed the formation of a 
dignified Canadian identity and led to severe critical evaluation even 
from within Canada . Northrop Frye observed that there cannot exist a 
homogenous Canadian identity since there is a cultural divide within 
Canada. Frye pointed towards the inseparable relation between 
literature produced in Canada and its social roots wherein literature 
becomes a tool to interpret culture. Canadian literature becomes a 
means of reaching out to the areas of social concern. Ameena Kazi 
Ansari comments in this regard in the following words: ―By 
grounding The Bush Garden in a Canadian framework, Frye lends his 
voice… to the assertions of his contemporaries who see literary 
history and canon miming the social, political and cultural progress of 
the nation‖ (2003: 81). Frye believes that Canada‘s brisk evolution 
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from wilderness to a distinctive part of the world has unhinged 
Canadian literary scenario as well as its identity formation. As a result 
he unfolds that Canadian literature in the nineteenth century imitated 
the models of British literary works and remained affected by the 
American ideology. Frye believes that: 
Distinguishable currents peculiar to Canada, can be observed in the 
Canadian literary enterprise…. In its attitudes can be deciphered a 
royalist strain (which leans towards Britain as a symbol of 
tradition) as well as smaller-country syndrome (which 
acknowledges USA as a big neighbor from which it is anxious to 
share material progress as it is to safeguard against mass 
movements that drive the great imperial power).  
(Ansari 2003: 79) 
Pointing towards the cultural density of Canada, he remarked that 
instead of a national identity Canada can only look forward to 
regional identities. However, revolting against this presupposition of 
Frye many writers in the twentieth century made successful attempts 
for laying foundations of a monolithic Canadian identity through their 
works.  
 During the second-half of the twentieth century Canadian 
literature began to advance steadfastly and a canon of Canadian 
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literature was established. The writers consciously displayed the 
course of identity formation in Canada through their works in order to 
―resolve the Canadian enigma of identity…. [A]and attempt to come 
to terms with those subversive forces that have disallowed the 
acquisition of an adequate cultural/ literary identity for over a hundred 
years‖ (Salat 1993: xviii). Their works are attempts to invent Canada 
and give it a cultural self-definition. Salat puts it in these words: 
―Nations,‖ wrote Aldous Huxley in Texts and Pretexts, ―are to a 
large extent invented by their poets and novelists‖…. In Canada, 
the process of inventing the Canadian nation by its writers has 
been an ongoing process that began in the nineteenth century and 
continues to remain a live issue.  
(Salat 1993: 1)  
Most of the Post-colonial Canadian writers consequently preoccupy 
themselves with the issue of proclaiming a cultural and literary 
identity and bring to light ideologies which work implicitly within the 
cultural mosaic of Canada. Therefore it would be apt to deal with 
some of these writers here. Margaret Laurence, one of the major 
Canadian novelists, gives vent to anti-imperialistic and anti-
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authoritarian feelings in her Manawaka novels. She deals with the 
themes of nationalism, regionalism and socio-political problems in her 
works. Laurence believes that Canadian literature should 
communicate the concerns of Canadians in order to undermine the 
onslaught of cultural imperialism. Having experienced the 
consequences of colonization in Africa, she understands the Canadian 
dilemma of identity caused by the British colonial encounter in a 
better way. She fictionally resolves this problem of Canada through 
her women protagonists who also fall prey to the crisis of identity and 
are able to locate it only by recovering their past and linking it with 
their present. Laurence considers that a committed writer ―must 
perforce not only reflect the society by which he is formed, but, at the 
same time and necessarily, help to form the society as well‖ (Salat 
1993: 29). The Diviners— which is also called the epic of Canada is 
an anti-colonial novel by Margaret Laurence which rejects colonial 
authority. In this novel, Laurence works on the derelict material of the 
Metis culture and blends the past with the present to secure a 
mythicized Canadian identity. Marian Engel too deals with the 
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problem of post-colonial culture in her novels. In her novels, Engel 
considers the influence of two imperialist powers on Canada viz. 
England and America and also its implications. Along with the issue 
of national identity, Engel deals with the question of female identity 
as well. However, Engel abstained from the idea of discoverable 
identities— which could be distinguished from that of the other 
people— instead she worked to explore the hindrances which 
restricted the formation of identity. Engel shows through her 
characters how Canadians in spite of working towards an independent 
identity are not able to rise above the imperial pressures. The forces 
which overstrain her characters are emblematic of pressures shared by 
all Canadians in general. Nonetheless her characters continue to rebel 
against the colonial past of Britain and present imperial forces of 
USA. Her major works are Bear and The Honeyman Festival. 
Similarly, Rudy Wiebe by applying different ideological strategies 
attempts to solve this question of Canadian identity through his 
novels. Wiebe believes that the knowledge of past is important to 
understand the present situation therefore he tries to re-locate the lost 
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indigenous cultural heritage of Canada and gives voice to the 
peripheral cultural groups of Canada which have been rendered mute 
by the colonial dominance in the past. He attempts to incorporate 
these peripheral cultural groups within the central cultural groups of 
Canada. In his novels, Wiebe constructs a mythological past for 
Canada by reworking Canada‘s historical ancestor as Indian. He tries 
to solve the question of Canadian identity by challenging the idea of 
nothingness which has occupied the Canadian psyche for a long time. 
All these writers through different means try to assert a distinctive 
identity for Canada, although while doing they also highlight the 
ideological forces which restricted the formation of a homogenous 
Canadian identity. 
Margaret Atwood places nationhood as the basic premise to 
judge Canadian literature. She looks at literature as encompassing 
signs, symbols, images, themes, attitude, myths of a particular culture 
which for her become the means of drifting away from the colonial 
past. Atwood observes that Canada is ―stricken by monster nature and 
a monster neighbour‖ (Ansari 2003: 85) and ―survival‖ against these 
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two forces is what explains the Canadian character. In her seminal 
poetic treatise, Survival: A Thematic Guide to Canadian Literature, 
Atwood lays down the principle features of Canadian identity and 
literature. She identifies the main feature of Canada as ―survival‖ 
which works as a symbol in its literature as well. Ansari renders 
Atwood‘s belief in the following lines: 
 Canada‘s central symbol is ―survival‖ in the grim, hostile and cold 
northern hemisphere. Emanating from such a world is a 
superabundance of victims which its literature reflects. Writing is 
rooted not only in the harshness of the land but also in the 
exploitation of colonialism in which ―Man wills his role as victim 
because this completes for him a Universe-as- hostile pattern‖…. 
In this bleak landscape are engendered the imaginative contours of 
Canadian authors.  
(Ansari 2003: 86)  
―Survival‖ becomes the umbilical cord which holds together Canadian 
identity and Canadian literature. Atwood firmly believes that 
Canadian literature will always carry within it the motif of ―survival‖ 
even when writers subscribe to various kinds of expressions, themes 
and forms in their works. What she emphasizes is that the works of art 
are products of the social and cultural practices. She advocates the 
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role of writer as a social mentor, who projects the socio-political 
reality of his surroundings. She affirms her faith on a writer in 
grounding the definition of cultural identity by respecting facts and 
truth. Margaret Atwood resorts to this type of social commentary in 
her novels too, whereby, she lays bare the ideological structures 
inherent in the Canadian society in order to fight back the challenges 
of those forces. 
Margaret Atwood says that ―if you can‘t say something nice, 
don‘t say anything at all‖ (1989: 25) contradicting the notions which 
are based on certain obligations for pleasing a certain kind of 
audience. Atwood deals with the question of Canadian identity which 
has been central to most Canadian writers, and while doing so she 
figures out the threats, both internal and external, towards the 
formation of a monolithic Canadian identity. She voices the concerns 
of Canada and hence says something which is not considered ―nice‖. 
She unflinchingly draws on the subjects which are not permissible to 
talk about and hence ―has performed the function of the artist to speak 
the forbidden‖ (Joshua 2007: 102). Atwood like many other post-
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colonial Canadian writers emerged on the scene in order to figure out 
the cause of absence of a distinctive Canadian identity even after 
attaining a sovereign status and thereby makes an attempt through her 
works to fill that void. Atwood figures out the cause of the frustrated 
Canadian identity as the colonial heritage and neo-colonial oppression 
which can be exemplified thus: 
Though [Canada] attained independence from the imperialistic 
governance, the country and the people still experience the 
influence of the ex-colonial power and it is to be noted that at this 
point of time,… a new colonizer with added dimension of super 
power… holds an upper hand in establishing a global domination 
based on economy and technology.  
(Aruna Devi 2007: 115-116)  
The colonial encounter and the resultant colonial outlook along with 
the recent colonization of Canada by the USA therefore becomes the 
subject of analysis in the novels of Atwood since Canada still faces 
the problem of an absence of identity due to the ideological control of 
these two countries over the psyche of Canadians. The neo-colonial 
ideological strategies of America in the form of mass-media, mass-
culture and commerce have posited a severe threat to Canadian 
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identity and have almost bereft it of a distinguishable identity. In her 
works, Atwood exhibits the modes of countering these dubious forces 
which are cultivated as repressive ideologies in her society, and 
attempts to establish a desirable Canadian identity. Almost all her 
works are emblems of these notions and the present study is 
undertaken to thoroughly analyze one of her most accomplished 
novels, Cat’s Eye.   
Cat’s Eye was written in 1980 and published in 1988. The 
novel draws upon the time between 1940s and 1980s, from World 
War II ―consumerism through to… postmodernism, in accordance 
with Jameson‘s statement that ―the emergence of postmodernism is 
closely related to the emergence of this new moment of late, consumer 
or multinational capitalism‖‖ (Tolan 2007: 186). In this novel, 
Atwood reworks many of the themes which she has already dealt with 
in her earlier works. Her delineation of post-colonial legacy can be 
traced in this novel while analyzing the society which she ―puts 
inside‖ her books. Atwood remarks that, ――novels have people; people 
exist in a social milieu; all of the cultural milieu gets into the novel‖‖ 
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(Tolan 2007: 6). Cat’s Eye explores her political interests implicitly as 
Elaine and her friends play the power games. Cat’s Eye is an attempt 
by Margaret Atwood to deal with the unexplored subject of girlhood 
for adult readers where Elaine looks back to her childhood and 
initiation from innocence to experience. Cat’s Eye depicts the story of 
Elaine Risley, a middle aged woman, who returns from Vancouver to 
her hometown Toronto for a retrospective exhibition of her paintings. 
Elaine instinctively recalls the memories of her distressing childhood 
when she was ill treated by her friends especially Cordelia due to her 
different family background. However, later the position of power is 
shifted from the victimizer to victim that is from Cordelia to Elaine. 
Finally, Elaine steps forth from this power-relationship as a victor. 
This is articulated most furiously through her paintings which work in 
contrast to Elaine‘s narrative. Elaine relives her past and 
simultaneously brings to the forefront those forces in her society 
which work towards conditioning the life of people.   
Cat’s Eye has primarily been interpreted as a feminist text as it 
narrates the tale of a small girl through her journey of life but 
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Margaret Atwood has rejected being labeled as a feminist as she 
categorically states that ―Art created from a sense of obligation is 
likely to be static…I write about women because they interest me, not 
because I think I ought to‖ (1989: 22). This stand she takes up within 
this novel as well through her painter protagonist. When Elaine is 
being interviewed by Andrea she rejects any lineage to the feminist 
movement and also the title of a feminist painter, she says, ―…‗I hate 
party lines, I hate ghettoes. Anyway, I‘m too old to have invented it 
[Feminism] and you‘re too young to understand it, so what‘s the point 
of discussing it at all?‘‖ (Atwood 2009: 105). Even when Andrea asks 
her the reason for painting women and that too in an altogether 
different manner Elaine replies: 
‗What should I paint, men?‘… ‗I‘m a painter. Painters paint 
women. Rubens painted women, Renoir painted women, Picasso 
painted women. Everyone paints women. Is there something wrong 
with painting women?‘ 
… ‗Anyway, why should my women be the same as everyone 
else‘s women?‘  
(Atwood 2009: 106)  
Elaine, outrightly refuses to accept any kind of kinship with 
Feminism. She works as a mouth-piece of Atwood and voices her 
views regarding the nature of her own works.  
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Atwood, however, is a social realist who takes up the cause of 
human dignity in her works. Cat’s Eye reflects many facets of 
Canadian reality especially the uplifting of Canadian dignity and 
identity. The novel encapsulates several dimensions of Canadian 
society and hence sheds light on a number of issues which are central 
to the people of Canada. This novel is written in an autobiographical 
form but cannot be treated as an autobiography of the author in the 
strict sense of the word though there are a few similarities between the 
protagonist and the writer. For instance, like Atwood the protagonist 
is an artist and her father like Atwood‘s father is an entomologist. The 
story is mostly told in flashbacks by the protagonist, Elaine Risley and 
there are constant shifts of time between the present and past. As in 
the beginning of the novel the narrator proclaims, ―Time is not a line 
but a dimension, like the dimensions of space… you can bend 
time…you could travel backwards in time and exist in two places at 
once‖ (Atwood 2009: 3). The narrator continuously moves between 
the two poles of past and present. The narrator relives the lost time in 
her memory and also makes us aware about various aspects of her life 
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which had a deep impact on her psyche. Elaine Risley recaptures her 
childhood and days of youth which unravel the myth of being what 
she is at the present. Her life, growth or otherwise become an 
embodiment of Canada‘s past and the journey of Elaine Risley since 
her childhood becomes the journey of Canada. According to Wheeler: 
Atwood in her writing systematically thematizes the personal quest 
for fulfilment as inextricably involved in a communal quest for 
cultural identity…. Her poems and her fiction are often organized 
thematically around images of both cultural and individual issues 
of survival.... 
 (Wheeler 1997: 267-268) 
The different ideological forces which work upon Elaine Risley and 
on Canada as well therefore become explicit through a sublime 
narrative. This novel therefore can be treated as a post-colonial 
autobiography in which the first person narrative is used to give an 
impression of an autobiographical narrative in order to shape the 
reality of both the individual and nation. This genre of post-colonial 
autobiography has been exploited by almost all the post-colonial 
writers so as to frame an autonomous national identity which is 
distinguishable from the mainstream culture. By depiction of 
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individual experiences and struggle of characters in their works they 
project the ongoing social condition of a particular cultural group and 
the culmination of the individual‘s search for a holistic identity and 
reconciliation with the outside world represents the process of the 
growth of a nation and its identity. There is a synthesis of personal 
and national identities and the writer emerges as a representative of 
his society. Post-colonial writers by means of these procedures have 
in a way re-written their own history and also challenged the 
Eurocentric discourses which are based on binary oppositions. 
Margaret Laurence also forges a link between the quest of the 
protagonist Morag Gunn a writer for an individual identity and the 
national identity of Canada. Morag Gunn ―learn[s] to accept…[her] 
ancestors, the real ones and the mythical ones also‖(Atwood 1993: 
389). She finally turns up building a space for herself and 
simultaneously a Canadian national identity is also established within 
the social fabric of this world. As Margaret Atwood in her Afterword 
to The Diviners writes: 
The Diviners is a large and complex book, an orchestration of 
themes as well as a collection of stories. It‘s about Canada as well 
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as Manawaka, ―about the need to give shape to our legends, to 
rediscover what is really ours, what is here.‖  
(Atwood 1993: 389) 
This only shows how writers proclaim a sense of individuality for 
their culture by merging the narratives of the individual and the 
nation. Similarly, in Cat’s Eye, Atwood brings together the individual 
and national narratives to grapple with the crisis of Canadian identity.  
At the very outset of the novel, the narrator talks about the 
popular cultural modes of clothing and the two young girls Elaine and 
Cordelia contemplating how this popular fashion shall govern their 
decision to dress up once they grow. As the narrator says, ―we think 
that their bizarre costumes, their verbal tics, are chosen, and that when 
the time comes we also will be free to choose‖ (Atwood 2009: 5). 
Influenced by the movie stars, these young girls while going 
downtown on the streetcar turn up the collars of their long coats and 
the tops of rubber boots down. They paint their lips red and hate head-
coverings which they take off when they get away from the sight of 
their mothers. Here, Atwood shows the silent working of the movie 
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culture on two thirteen year old girls, who want to follow the lines of 
fashionable women whom they assume to have escaped from 
something but also know that ―what it is they‘ve escaped from isn‘t 
clear to us‖( Atwood 2009: 5). This is a manifestation of how mass 
culture assimilates into the lives of people and Atwood equivocally 
shows how these facets of day-to-day life are ideologically motivated. 
Though Atwood nowhere in the novel relates this influx of popular 
media with American neo-imperialism yet she believes that ―what is 
not said is often more important than what is said‖ (Wheeler 1997: 
268) and since Canada still depends on America for means of 
entertainment, the novel suggests a subtle but harsh critique of its 
influence on Canadian minds. In her later life, Elaine directly counters 
these forces when she goes out to meet some people without getting 
formally dressed up for the occasion for she labels these past ideals as 
―nuisance‖. She hates to buy clothes and goes out in a ―powder-blue 
jogging outfit‖ though she keeps on thinking what the interviewer and 
other women would think about her clothes. Elaine keeps examining 
the dresses of other women whom she finds completely immersed in 
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current fashion. She imagines the interviewer saying, ―Your clothes 
are stupid. Your art is crap. Sit straight and don’t answer back‖ 
(Atwood 2009: 106). This mental state of Elaine explains the neo-
colonial power of mass culture on the people of Canada. This critique 
of neo-colonialism is also apparent in ―constructions‖ of Jon who is 
an artist and also the first husband of Elaine. Jon works on special 
effects for movies in ―Los Angeles‖ which constitute things like: 
…hollow casts of legs and feet standing around on the floor like 
elephant-foot umbrella stands; in one of them there‘s an umbrella. 
Also there‘s part of a face, with the skin blackened and withered, 
made to fit over the actor‘s real face. A monster, warped by others, 
bent on revenge.  
(Atwood 2009: 19)  
It points towards the violence which is transmitted through the 
medium of entertainment. Although later on Jon finds this sort of 
business disturbing and would rather make toy-animals for children 
yet he is not able to do so since there is immense demand for these 
destructive signs. Another example of the rejection of neo-colonial 
profanity on the part of Elaine comes about when her mother falls ill 
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and she takes her out to watch a movie. But, then before doing so she 
checks it for ―violence, sex and death‖. These incidents show how the 
neo-colonial power tries to control the mental terrain of Canadians by 
means of popular culture, capitalism and consumerism. Atwood 
therefore makes efforts through her writing to challenge these 
ideological structures as the following passage also reveals: 
Atwood… combines social observations with her scientific 
commentary and sets them against the larger global changes she 
describes. ―She also uses narrative… to voice her concern about a 
trend in contemporary culture that she finds troubling: the 
mainstreaming of violence and pornography into the mass culture‖.  
(Joshua  2007: 110) 
In Cat’s Eye Atwood sets down to counter this destructive impact of 
neo-colonial domination on Canada in order to safeguard Canadian 
identity from being overshadowed by these forces. 
 The narrative of Elaine moves towards the days of her 
childhood and her friends, especially Cordelia. The early years of her 
childhood are mostly spent in travel to the North bushes so that her 
father is able to complete his research. It is the time when World War 
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II is going on and its influence is seen on children as well while ―the 
boys form gangs, they play war games, whereas girls are involved in 
mind games, or games of manipulation‖ (Howells 2000: 175). 
Stephen not only plays war games with his sister Elaine but draws war 
paintings as well. When they shift to Toronto at the end of the war, 
Elaine realizes the difference between her earlier life and ―lagoon of 
postwar mud‖. Elaine becomes conscious of her social maladjustment 
when her friends at school constantly attempt to socialize her. She 
suffers the assault of power politics carried out on by her ―best 
friends‖, Carol, Grace and Cordelia. Cordelia who becomes the leader 
of this group of young girls torments Elaine by means of different 
―games‖ because of Elaine‘s ‗awkward‘ family background and lack 
of will to stand for herself. This pressure on Elaine to improve herself 
as per accepted form leads her to tear off the skin from her fingers and 
feet and when Cordelia would ask Elaine to say something in defence 
she wouldn‘t say anything: ―What do you have to say for yourself? 
Cordelia used to ask. Nothing, I would say. It was a word I came to 
connect with myself, as if I was nothing, as if there was nothing there 
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at all‖ (Atwood 2009: 47). This attitude of Elaine towards herself also 
reflects the Canadian predicament of nothingness as Canada is 
supposed to be the land which does not exist in reality and as a result 
has been dominated throughout by foreign cultural agencies. 
Regarding this state of Canada, Salat writes: 
The word ‗Canada‘, it is believed, comes from two Spanish words 
aca and nada meaning ‗nothing here‘. In a veritable irony of fate, 
this notion of ‗absence‘ innate in the name has been a haunting 
‗presence‘ in Canada throughout its socio-cultural history. Not 
surprisingly, therefore, the search for a recognizable and 
meaningful Canadian here has been a principal occupation in 
Canada and, what is more, continues to remain an important 
concern still.  
(Salat 1993: xiii)  
Therefore, to win admiration from her friends Elaine decides to go to 
church with Grace and her family because her own parents do not 
attend these pretentious religious ceremonies. She eagerly starts to 
learn the hymns and portions by heart from the Bible. However, 
Elaine soon understands the hypocritical nature of these so-called 
religious people who appear to be the authorities judging one‘s faith 
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in God. She hears Grace‘s mother- Mrs Smeath and Aunt Mildred- a 
missionary in China talking about her and Aunt Mildred calling her a 
―heathen‖. Elaine learns that Mrs Smeath had throughout known that 
her daughter and other two girls were playing hard with her and she 
approved of it because of her religious prejudice against Elaine and 
her family. She gets enlightened about the mistrust of her family in 
established religious beliefs and never returns to the church with 
them. Finestien‘s, the Jew family who live beside Elaine‘s house is 
also excluded from the world of these religious people as Carol refers 
to them as, ―Jews are Kikes‖. This social hierarchy created by these 
religious minded people projects the ideological hollowness which has 
been transmitted to the institution of religion by manipulating human 
minds in order to serve their own benefits. Elaine replies back to these 
ideological forces which had made her incompetent to claim respect 
for herself later in the form of her paintings and this becomes a way 
for Atwood to reclaim a respectful identity for Canada as well. A 
powerful instance of this is depicted through Elaine‘s paintings of Mrs 
Smeath. Elaine draws unkind and disgraceful portraits of Mrs Smeath 
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because she had been unjust towards her by consenting to torment 
Elaine through her ―best friends‖. Elaine paints Mrs Smeath ―bare 
naked, flying heavily through the air. The church spire with the 
onion… in the distance. Mr. Smeath is stuck to her back like an 
asparagus beetle…‖ (Atwood 2009: 265-266). She draws paintings of 
Mrs Smeath only to disfigure her. Elaine through her art rejects the 
ideological control of Mrs Smeath over her. Another major instance of 
the denial of authority comes to front when Elaine stops to 
acknowledge her position as a victim and turns her back on Cordelia: 
…I turn and walk back from her. It‘s like stepping off a cliff, 
believing the air would hold you up. And it does. I see that I don‘t 
have to do what she says, and, worse and better, I‘ve never had to 
do what she says. I can do what I like…. They try kindness, to lure 
me back, but I am no more susceptible to it. I can see the greed in 
their eyes.  
(Atwood 2009: 228-229)  
Elaine emerges as a ―survivor‖ in these power games and thereby 
works as symbol for Canada‘s struggle for identity as Margaret 
Atwood herself points out that ―survival‖ is the central feature of 
61 
 
Canada and also its literature. Elaine runs away from Cordelia who 
exerts special powers over her and hence turns out to be a ―survivor‖ 
which legitimizes Canada‘s ―surivival‖ in the hostile condition of 
ideological control over it by Britian and USA.     
Apart from exposing the tendencies of religions, movies and 
popular culture of ingraining different ideological notions and ways of 
behavior among people, Elaine also shows how the colonial mentality 
is still a part of Canadian life as she recounts her childhood story. By 
merging together experience and speculation Margaret Atwood directs 
attention towards several present-day socio-political questions 
whereby she makes her readers to see the world in a different light. 
The intellectual class of Canada show no resistance to their imbibed 
colonial world-view a result of the colonial encounter with British. 
The Canadian bourgeois still keep on hampering the process of 
Canada‘s cultural freedom due to their infatuation with the ―mother 
culture‖. Cat’s Eye apart from reflecting the harrowing influence of 
American neo-colonialism on Canada simultaneously analyzes this 
62 
 
mental colonization of Canada, wherein the neo-elite follows the 
footsteps of its ex-master and goes on perpetuating its ideas. 
 In Cat’s Eye, Margaret Atwood reveals how through the 
medium of education children are initiated into the world of ideology 
and taught to understand reality in a particular way. While Elaine 
narrates her experiences at school, she in a way holds up a mirror 
towards the workings of school as a neo-colonial establishment. She 
shows how at school they were brought in contact with this 
ideological framework which presumed ―mother culture‖ to be 
supreme as compared to the Canadian one. When Elaine joins Miss 
Lumley‘s class, she at the very outset recognizes that everything 
during the year is going to be completely British as she says that 
―Things are more British than they were last year‖ (Atwood 2009: 
93). She informs us that on the walls of the room a large picture of 
―the King with medals‖ and ―the Queen in a white ballgown and 
diamond tiara‖ (Atwood 2009: 92) are hanging who appear to be 
gazing at them all the time. Since, ―mother culture‖ still holds a 
significant place in Canadian society and people judge each other on 
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the basis of their alliance with it. They are taught to draw the Union 
Jack and also sing and learn, ―‗God save the King‘‖, ―Rule Britannia, 
Britannia rules the waves; Britons never, never, never shall be 
slaves!” (Atwood 2009: 93) by Miss Lumley and whosoever makes 
any mistakes is harshly punished by her. Miss Lumley assumes the 
role of a neo-elite who disseminates the knowledge of superiority of 
British culture among the young students. She makes them believe 
this by telling them that: 
In countries that are not the British Empire, they cut out children‘s 
tongues, especially those of boys. Before the British Empire there 
were no railroads or postal services in India, and Africa was full of 
tribal warfare, with spears, and had no proper clothing. The Indians 
in Canada did not have the wheel or telephones, and ate the hearts 
of their enemies in the heathenish belief that it would give them 
courage. The British Empire changed all that. It brought in electric 
lights.  
(Atwood 2009: 93) 
Thus, Elaine learns that the Britons are superior to other races in the 
world and also that ―‗The sun never sets on the British Empire‘‖ 
(Atwood 2009: 93). Miss Lumley also brings newspaper cutting with 
pictures of the Royal Family which she pastes on the side backboard. 
64 
 
From this Elaine infers ―This is what we should be like, Miss Lumley 
implies: steadfast, loyal, courageous, heroic‖ (Atwood 2009: 94) 
because ―we‘re Britons‖. These things get internalized in the mind of 
Elaine although she knows that ―we aren‘t real Britons, because we 
are also Canadians‖ (Atwood 2009: 93) and is not able ―to draw the 
Union Jack or sing ‗God save the King‘ without thinking….do they 
really exist, or not?‖ (Atwood 2009: 95). When it is announced that 
Princess Elizabeth is coming to Toronto for a Royal Visit, Elaine 
decides to go and stand in front of her car so that she might gain some 
esteem amongst her friends. This imagined act of Elaine shows the 
impact of her neo-colonial education. This can be inferred even from 
the names of Cordelia and her two sisters Perdita and Miranda, which 
actually are the names of characters in Shakespeare‘s plays as Elaine 
relates it in the following lines: 
Cordelia‘s two older sisters are Perdita and Miranda…. All three of 
these names are peculiar; none of the girls at school have names 
like that. Cordelia says they‘re out of Shakespeare. She seems 
proud of this, as though it‘s something we should all recognize.  
(Atwood 2009: 85) 
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Cat’s Eye throughout resonates with and communicates the working 
of ideological structures in the Canadian society. Margaret Atwood 
gives the story of Elaine Risley a multitude of dimensions whereby 
she undertakes to highlight the role which these ideologies play within 
Canada. Atwood foregrounds that, ―ideology is waiting for us 
wherever we go and that everything we do and everything we engage 
in is pervaded by ideology‖ (Bertens 2008: 67). Atwood therefore 
explores these forces through her foray of characters who play the role 
of artists. Elaine herself being a painter makes it possible for Atwood 
to put forth the point of view of different artists. When Elaine joins 
the Toronto College of Art, she comes across a number of other 
artists. These artists believe that Canada is not a fertile land for 
pursuing artistic career and hence they keep on reminiscing about a 
successful future in America. They call Toronto a ―dump‖ from which 
they intend to escape since according to them ―‗Nothing‘s happening 
here‘‖ (Atwood 2009: 329). While Colin and Jon discuss their plans, 
Elaine learns that: 
Paris is finished, and even Colin the Englishman doesn‘t want to 
go back to England. ‗They all paint yellowy-green there,‘…. 
Yellowy-green, like goose turds. Bloody depressing.‘ Nothing but 
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New York will do. That‘s where everything is happening, that‘s 
where the action is.  
(Atwood 2009: 329) 
Not only these artists but Elaine‘s art teacher, Mr Josef Hrbik with 
whom she develops a close relationship tells her that Toronto is 
devoid of any ―gaiety or soul‖ as Canada is ―a country that does not 
yet exist‖ (Atwood 2009: 359). Hrbik explains to her that painting is 
not a serious occupation now and thus: 
He wants to be in films, he wants to direct, in the United States…. 
There is more opportunity in films down there… since the only 
films made in this country are short ones that come on before real 
movies, about leaves spiralling downwards into pools or flowers 
opening in time-lapse photography to flute music. The other people 
he knows are doing well in the United States.  
(Atwood 2009: 359)   
However, Elaine goes against the ideals of these artists and grows as a 
painter in Canada itself. Here again Elaine becomes an embodiment of 
Atwood‘s idea of ―survival‖ and thus succeeds in framing an identity 
for herself as a painter and also as a Canadian by challenging the 
ideological set ups which have resulted in the disintegration of 
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Canada. Therefore, the various spheres of life which are not left 
unhampered by the strategies of ideological powers are one way or the 
other given due thought in the novel. The influence of colonial 
heritage and American cultural imperialism on the Canadian psyche 
looms large in this novel so that the actual trait of Canadian outlook 
that is ―survival‖ is brought forth and not made invisible by them. In 
short Cat’s Eye becomes an epitome of the effects of neo-colonialism 
on Canadian society. Yet, Margaret Atwood projects the ideological 
socialization of both Elaine and Canada through various modes only 
to question these norms and at the same time reject them. 
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Dangerous Love: A Search for a New Society 
…[L]literature is a product of people in society and a producer and 
reproducer of the cognitions and values of society; in short a social 
institution, of superstructural manifestation of a fundamentally 
material process, the process of creation of ideas and values within 
limits prescribed by the social essence of language. Literature is, in 
addition, one (only one!) of the instruments for the sharpening and 
mobilization of social consciousness in pursuit or negation of 
qualitative change, an instrument for the preservation or 
subversion of the existing order.  
(Amuta, Chidi 1989: 8)   
African history is a harrowing account of oppression and exploitation 
by European countries. One of the major colonial powers in Africa 
was the British Empire which in the guise of its missionary enterprise 
exploited the people of Africa and their natural wealth. To justify their 
presence, the British permeated the ideology that Africans were 
inferior to them since they had no culture and were not civilized, 
therefore it was ―the white man‘s burden‖ to bring light into their 
lives.  To denigrate the status of the Africans for their own benefit, 
they misrepresented Africa to the rest of the world as a ―dark‖ 
continent full of ―evil‖ powers. They used language and religion as 
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weapons to dominate these people and to subjugate them further, they 
put forth a distorted picture of Africa through their literary works. 
African masses were treated as less than human by these European 
powers as Chidi Amuta also writes: ―T[t]o the Western mind, the 
African was and has remained a product of ―the heart of darkness‖, an 
incarnation of several radically-defined pathological limitations‖ 
(1989: 3). The second half of the twentieth century, however, 
witnessed the independence of the different states of the African 
continent. However, the African society was immersed in the colonial 
culture to such an extent that their linguistic, political and cultural 
spheres underwent a complete transformation. The British left the 
impact of their presence in the shape of ―the state borders established 
in the process of colonization and the later negotiation of 
independence frequently diverged from long-established ethnic or 
regional boundaries, resulting in conflict both within and between the 
newly-independent states‖ (McLeod 2007: 30). 
Many African writers took up cudgels against the cultural 
disintegration of Africa by colonial rule and tried to resuscitate their 
cultural roots through their artistic/literary output. They tried to bring 
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forth the different shades of the colonial experience and, needless to 
say, based their literature on historical facts. History, therefore, is used 
as a narrative in which present and past are interrelated and 
accumulated as a realistic portrayal within the folds of literature. 
Literature, thus, came to serve as a reliable socio-historical document. 
The European discourse regarding the pre-colonial African literary 
and cultural tradition was also revisited. The forerunner of this new 
ideological attack against cultural imperialism of Africa was Chinua 
Achebe, a Nigerian poet, critic and novelist. Chinua Achebe defined 
the role of a writer as ―teacher‖ entrusted with the responsibility to 
reshape the mental terrain of Europeans as well as the Africans. He 
used the language of the colonizer to rewrite the history of his nation 
and in Things Fall Apart (1958), draws attention to both the positive 
and negative aspects of the earlier African society. He states that even 
without the intervention of Britain, Africa had the propensity for 
enlightenment and growth. He skillfully manages to integrate African 
history which had ‗fallen apart‘ because of the intrusion and the 
subsequent historiography of the colonizers.  In his later novel, 
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Anthills of the Savannah (1987), Achebe moves further and 
scrutinizes the post-independence, post-colonial African world which 
is fraught with neo-colonial powers. In this novel, the political 
uncertainty of the post-independent West African country is 
explicated. The underlying premise for this uncertainty being the neo-
colonial ideology and rule of those who run the government of the 
now independent country. Achebe in this novel again stresses upon 
the role of a writer to set right the contemporary African society as 
can be understood from the following passage: 
It is the story that outlives the sound of war-drums and the exploits 
of brave fighters. It is the story, not the others, that saves our 
progeny from blundering like blind beggars into the spike of the 
cactus fence. The story is our escort; without it, we are blind. …it 
is the story that owns us and directs us. It is the thing that makes us 
different from cattle; it is the mark on the face that sets one people 
apart from their neighbours.  
(Achebe  2001: 119) 
This reflects the social allegiance of Achebe as a writer. Similarly, 
Ngugi wa Thiong‘o believes that the major function of literature is not 
to entertain but to educate and persuade, yet unlike Achebe, Ngugi 
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favours revolution in place of reform. The three main issues that 
Ngugi deals with are: the role of Christianity in conversion of African 
society; the British educational system and its implications and the 
alienation of Africans from their land even after achieving 
independence. Ngugi thereby shows that the socio-political problems 
of Africa are basically ideological transmitted through the means of 
education, religion and capitalism which he opines can be challenged 
only by a socialist revolution. In one of his major novels Petals of 
Blood (1977), Ngugi projects the post-independence scenario of 
Kenyan society where the hope for an egalitarian society has turned 
into a remote possibility and corruption has become the norm. Thus in 
this novel, Ngugi tries to stir the consciousness of Africans in order to 
confront these oppressive and fraudulent measures of political leaders 
who tread the trajectory of the former European colonizers.    
 Chinua Achebe and Ngugi wa Thiong‘o are the precursors of 
this African tradition of rewriting their own history. They challenge 
the neo-colonial establishment of their country and show the 
hollowness which lies beneath the social system of their times. They 
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outrightly reject neo-colonialism through their works. Neo-
colonialism is a term coined by Kwame Nkrumah, by which he 
implies that even after attaining independence, former colonies are 
insidiously governed by ―outside‖ forces rather than by their own 
internal governments. This can be understood from the following 
passage: 
‗The essence of neo-colonialism is that the state which is subject to 
it is in theory independent and has all the outward trappings of 
international sovereignty. In reality, its economic system and thus 
its political polity is directed from the outside‘.  
(Yousaf 2010: 03) 
After the ―dismantling of colonialism‖ in the twentieth century the 
major threat for the newly independent countries became the 
―continued globalizing spread of imperialism‖ (Williams and Laura 
1993: 1). As a result, decolonization has been reduced to a myth. 
Economically, politically and ideologically these countries are still 
dominated by the western forces. This is rendered well in the 
following passage: 
The ending of colonial rule created high hopes for the newly 
independent countries and for the inauguration of a properly post-
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colonial era, but such optimism was relatively short-lived, as the 
extent to which the West had not relinquished control became 
clear. This continuing Western influence, located in flexible 
combinations of the economic, the political, the military and the 
ideological (but with an over-riding economic purpose), was 
named neo-colonialism by Marxists…. 
The persistence of neo-colonialist or imperialist practices in the 
contemporary world is a very obvious, perhaps the most serious, 
obstacle to any unproblematic use of the term post-colonial.  
(Williams and Laura 1993: 2) 
Thus, the cause for the retarded growth of these former colonies 
becomes apparent. The economic and political system of these oddly 
independent  nations manipulated by the external elements with the 
support of the neo-elite or bourgeoisie, determines the standard of life 
of these indigenous folks. Ania Loomba, while discussing the issue of 
the end of colonialism writes:  
…[I]if the inequities of colonial rule have not been erased, it is 
perhaps premature to proclaim the demise of colonialism. A 
country may be both postcolonial (in the state of being formally 
independent) and neo-colonial (in the sense of remaining 
economically and /or culturally dependent) at the same time…. 
The new global order does not depend upon direct rule. However, 
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it does allow the economic, cultural and (to varying degrees) 
political penetration of some countries by others.  
(Loomba 2005: 12) 
These lines sum up her analysis of neo-colonialism which is the 
creation of the ―metropole‖ and is spread within ―the colony or neo-
colony‖ without having any direct control or without establishing 
―formal colonies‖ but, with the help of the bourgeoisie class of that 
neo-colony who are in league with the imperial powers and follow 
their dictates blindly (Loomba 2005: 12). Chinua Achebe and Ngugi 
wa Thiong‘o offer a critique of the state of affairs in the African 
society. They portray how the African dream of independence and 
progress was slaughtered once they gained independence. In the two 
novels mentioned earlier i.e. Anthills of the Savannah and Petals of 
Blood, both writers show how the post-independence governments fail 
to fulfill the aspirations of common people and also portray how these 
governments were parroting for their former colonial masters. It also 
becomes apparent that during the post-independence era, people were 
pushed to the threshold of extreme poverty as compared to the earlier 
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era of colonialism where they were subjected to oppression. This is 
also illustrated in the following passage: 
During the colonial period the people are called upon to fight 
against oppression; after national liberation they are called upon to 
fight against poverty, illiteracy and underdevelopment. The 
struggle, they say, goes on. The people realize that life is an 
unending contest.  
(Fanon 1967: 74) 
The cause behind these morbid conditions is the policy employed by 
the colonizers who in order to exert control over these newly 
independent nations withdraw all the capital and ―[t]The apotheosis of 
independence is transformed into the curse of independence, and the 
colonial power through its immense resources of coercion condemns 
the young nation to regression‖(Fanon 1967: 76-77). Ngugi depicts 
this in Petals of Blood through the life of the people of Ilmorog 
(which symbolizes Kenya), who lose their land and also their children 
to the neo-colonial powers and finally are left to live a wretchedly 
poor and miserable life in their own village which is transformed into 
a commercial town but only for the profit of high-ups and neo-
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colonial capitalists. Similarly, Achebe‘s Anthills of Savannah forays 
how politics and power change the meaning of relationships through 
the character of Sam— ―His Excellency‖ who becomes a tyrannical 
ruler of the state of Kangan. A puppet in the hands of the neo-colonial 
forces, Sam is got rid of once he has lost his utility for them. These 
novels not only depict the political instability of these states but also 
unearth the actual conditions which befall common people as a result 
of being caught in the trappings of neo-imperialism. All this 
substantiates Fanon‘s point that, ―…the primary Manichaeism which 
governed colonial society is preserved intact during the period of 
decolonization‖ (1967: 39). Chinua Achebe and Ngugi wa Thiong‘o 
provide a scathing account of neo-colonialism in the African world. 
However, there are other writers like Wole Soyinka, Ousmane 
Sembene and Ben Okri who challenge this neo-colonial ideological 
practice in the African world. Wole Soyinka dramatizes the impact of 
European culture on the beliefs of the Yoruba people in Nigeria. In his 
plays, he remains entangled with the themes of political and social 
conflicts. He satirizes the workings of government and political 
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leaders in Nigeria. Particularly, in his novel, The Interpreters (1965), 
he focuses on the middle-class of the newly independent Nigeria 
which works as its intelligentsia. Soyinka satirizes their actions and 
comments on the situation of his country in this book since literature 
for him is a medium for change. In a grimly comic manner, Soyinka 
explores how corruption, despair and repression are part and parcel of 
many post-independence regions. Similarly Ousmane Sembene, one 
of the major African writers and filmmakers deals with the fortunes of 
Senegal during the period of colonial rule and also after attaining 
independence from French colonialism. In his novels, Sembene gives 
a satirical account of the pitfalls of post-independent Senegal from a 
Marxist-inflected standpoint. In his novel Xola (1973), through the 
depiction of a cursed businessman seeking to cure his impotence, 
Sembene denounces the ongoing western domination of Africa. The 
works of these writers show the disintegration of post-independence 
African nations due to neo-imperialism. However, it is not only the 
African writers who deal with these issues but writers from other parts 
of the world who were subjected to the colonial rule and later on to 
79 
 
the neo-colonial subjugation also write about these. For instance, 
Amitav Ghosh an Indian writer in English comments on the sufferings 
of masses due to European colonialism and its contemporary 
neocolonial antecedents. He has talked about the evolving relationship 
between the colonized and the imperial powers and has also dealt with 
the processes of resistance contesting the discourses of these imperial 
powers. His novels The Shadow Lines (1988), The Calcutta 
Chromosome (1996), The Glass Palace (2000) and The Hungry Tide 
(2004) are usually set in South and East Asia- Bengal, Burma, India 
and are based on the histories of regions, endangered peoples and 
cultures. Offering resistance to the legitimacy of the term 
‗Commonwealth Literature‘, Ghosh withdrew The Glass Palace from 
the Commonwealth Writers Prize list. 
Ben Okri (1959- ), a poet and novelist belongs to the younger 
generation of African writers. He has published a large number of 
books ranging from novels, short-stories, poetry to essays. Ben Okri 
deals forthrightly with the reality of Africa in his works. His early 
fiction is mostly political in nature since he himself happened to 
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witness the political unrest during the Nigerian civil war. Yet, his 
novels cannot be labeled as merely realistic because he blends reality 
with fantasy as he has himself said that it is realism but with ―many 
more dimensions‖. He successfully manages to write in a newly 
defined mode of writing, popularly known as magic realism— a path 
also traversed by the Nigerian storyteller Amos Tutuola. Magic 
Realism being a sub-genre of romance is an experimental mode of 
writing which through the coalescence of the real and the ideal creates 
enough space for commentary especially in the post-colonial context. 
This is rendered well in the following passage: 
Drawing on the special effects of magic realism, postcolonial 
writers in English are able to express their view of a world 
fissured, distorted, and made incredible by cultural 
displacement…[T]hey combine the supernatural with local legend 
and imagery derived from colonialist cultures to represent societies 
which have been repeatedly unsettled by invasion, occupation, and 
political corruption. Magic effects, therefore, are used to indict the 
follies of both empire and its aftermath.  
(quoted in Bowers 2004: 97) 
Magic realism reconciles the two distinct modes which otherwise are 
irreconcilable and becomes an effective mode for creating social, 
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moral and political awareness while moving further away from just 
being defined as a mode of amusement and entertainment. However, 
Okri has shrugged off the tag of a magic realist and prefers to refer to 
his narratives as ―dream-logic‖. Whether ―dream-logic‖ or ―magic-
realistic‖, it helps Okri to define African society in more appropriate 
terms since fantasy is an essential characteristic of the African society. 
This is underscored by the following passage: 
Okri‘s literary imagination, however, frequently dwells upon 
certain inviolate ‗areas of the African consciousness‘ such as the 
resilience of spirit, the elasticity of aesthetics and the capacity of 
dreaming…. These inviolate areas, which refuse to be ‗colonized‘ 
by the literary norms of the colonial center‘, take spiritual, 
folkloric and magical realistic configurations in… [Okri‘s fiction] 
along with socio-realistic, geopolitical and historical issue.  
(Ying 2006: 22) 
Africa cannot be exhaustively pictured without incorporating its 
allegiances for myth which is a defining character of Africa and its 
culture. Okri projects the actual conditions of Nigeria while also 
depicting the rich mythological heritage of his nation. In Africa, myth 
has a social function to play and in the works of Ben Okri, Yoruba 
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culture serves as an element of fantasy as well as social reality. In the 
African society, myth helps people understand several important 
aspects of their lives and renders their world-view meaningful. Myth 
governs all the spheres of their life like religion, festivals, history, 
culture etc. Since myth is a part of the African ―reality‖, therefore 
Okri renders it through the technique of Magic Realism. Ben Okri 
makes use of modern narrative techniques to render the oral and 
literary tradition of Nigeria. This is well reflected in the following 
passage: 
…Ben Okri, finding the conventions of social realism too rigid, 
moves further beyond them than Achebe. The mythic realm of the 
spirit world dominates much of Okri‘s work, including the trilogy 
The Famished Road (1991), Songs of Enchantment (1993) and 
Infinite Riches (1998). Okri discloses, more than any other 
Nigerian writer so far, the fluid movement between the spirit and 
social realms on which his own and Tutuola‘s fictional worlds 
depend.  
(Yousaf 2010: 8-9) 
Being a strong adherent of ―art for life‘s sake‖, Okri believes that 
writers represent the oblivious psychological strength of their society. 
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He does not consider himself to be a political writer or a social 
propagandist yet he affirms that the reality of Africa cannot be 
presented honestly by external forces. Okri projects how the present 
day African society has succumbed to the materialistic values of West 
and has in turn betrayed its traditional values and cultural heritage. He 
points towards the political anarchy and corruption in African states 
and thereby gives us a glimpse of the actual conditions of life in 
Africa.  
 The Famished Road (1991), which won him the Booker Prize 
for fiction, has been praised for its use of magic realism. In this novel, 
there is an intersection of Yoruba myth and postcolonial African 
realities. It is a story of a ―spirit-child‖ Azaro, who vacillates between 
the two worlds of dead and the living and has to choose one. Azaro‘s  
―phantasmagorias‖ expose the harsh realities of African world and his 
existence becomes a means of ―alternative realities and invisible 
books of history‖ (Ying 2006: 148). While narrating Azaro‘s story, 
Okri projects how Africa was depleted of its natural resources; how 
the colonial rule ended but culminated in dictatorship of and 
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corruption by military rulers and how miseries of the common man 
were doubled. Through this story, Okri shows the plight of a country 
struggling to be born and the corrupt and iniquitous affairs of the post-
independence Nigeria: 
The Famished Road also condemns the ubiquitous corruption and 
violence in contemporary African nations, giving voice to the 
poorest and most powerless members of the African community 
and describing the continuing confrontation between Western and 
indigenous traditions in postcolonial Africa.  
(Ying 2006: 22-23)   
Okri rejects the myth of decolonization of Africa and transcends the 
writing strategies of his predecessors to express the neo-colonial 
concerns of his time. Okri through this novel shows that ―the presence 
of supernatural agents and the discussion of socio-political issues are 
not mutually exclusive. In The Famished Road fantastic resources are 
constantly being used to introduce a critique of political corruption‖ 
(Vazquez 2002: 89). Though The Famished Road remains a kind of 
literary tour-de-force by Okri, the present study is an attempt to 
critically analyze his other major novel Dangerous Love. 
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 Dangerous Love was published in 1996 for which Ben Okri 
was awarded the Premio Palmi (Italy) in the year 2000. Dangerous 
Love is a multi-dimensional narrative through which Ben Okri not 
only represents the daily life of different Africans but also brings forth 
the realities of post-independence Nigeria against the backdrop of a 
love story of the protagonist Omovo and his beloved Ifeyiwa. The 
narrative pivots around the post-civil war years of Lagos/ Nigeria. The 
historical reality of those times becomes a shaping factor in the story 
and Omovo is seen struggling against the overwhelming odds and 
pressures of society which happen to curb the flourishing of his 
imaginative faculties. The community to which he belongs becomes 
even more antagonistic towards him for he develops emotional 
attachment with Ifeyiwa- wife of Takpo, his neighbour. Ben Okri 
while rendering this love story delineates the social disturbance 
caused by the neo-colonial ideology of the neo-elite of Africa who 
disseminate the world-view of the former colonial master. Okri‘s 
subject of interest in this novel remains Africa and he successfully 
captures the ‗reality‘ of Africa. In Dangerous Love, Okri portrays the 
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city of Lagos as polluted, over-populated and dirty. He shows the 
prevailing lawlessness, political unrest and anarchy in the African 
society. He explicitly deals with the malaise of corruption which has 
become a part of their society and where people have become power-
thirsty. He depicts how corruption in the African land has resulted in 
the alienation of people from their own country. Ben Okri projects the 
detrimental state of Nigeria and highlights the conditions of the moral 
malaise it has plunged into. In this novel, Okri portrays African 
characters fascinated by the western life-style and inclined towards 
the materialistic and mechanistic world view. He clearly delineates the 
character of the African neo-elite who trample upon the people of 
their own race by following the dictates of the ‗other master‘. This has 
been well described by Chidi Amuta in the following lines: 
In the urban milieu, there are the powerful and rich bourgeoisie-
middlemen, army officers, industrial barons, ministers, clergymen, 
contractors, bureaucrats, technocrats, etc., etc., who inhabit the 
exclusive reservations and suburbs. This is the class that decides 
on behalf of its collaborators in New York, Paris, London and 
Tokyo.  
(Amuta 1989: 68) 
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As such, one of the major preoccupations of Okri in Dangerous Love 
is to highlight albeit subtly this nexus.  
Ben Okri weaves and renders the reality of post-independent 
Africa around the love story of Omovo and Ifeyiwa in Dangerous 
Love. He also figures out the various threats that inhibit the growth of 
an artist in that society. The painter protagonist of the novel— Omovo 
becomes a symbolic figure in the novel who represents the plight of 
artists. Omovo‘s character seems to have been influenced by the 
execution of Ken Saro— Wiwe, a Nigerian writer and colleague of 
Ben Okri who campaigned against the government. At the very 
beginning of the novel, Omovo is introduced to the reader as 
―emerging from a long dry season‖ without being aware of it. This is a 
symbolic reference to the obliviousness of the masses rising after a 
long span of suppression. The reader is acquainted with his talent for 
painting when he rushes home after ―an unexpected fine shower of 
rain‖ and starts to draw a sketch (Okri 1996: 05). Omovo emerges as a 
non-conformist when he rejects the offer to sell his painting to the 
―Europeans‖ as is stated by one of the compound boys: 
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The boy said he knew some ‗Europeans‘ who would pay as much 
as twenty Naira for some works if they were properly framed. 
Omovo studied the boy‘s ravaged face. It was lean and 
prematurely wrinkled. The eyes glittered like freshly minted coins. 
He had seen those eyes around a lot, but these seemed just fresh on 
the path to independence. 
‗Say sometin‘ now,‘ the boy said irritably. He was taller than 
Omovo, dark, slim and cocky. He had on faded jeans and a white 
crew-neck shirt with a Yamaha sign printed in red. 
Omovo shook his head. ‗There‘s nothing to say.‘ 
(Okri 1996: 08) 
Here Omovo surfaces as a sincere African artist who in order to set 
himself and his art free from the imperial powers declines the offer of 
this compound boy. This novel in a larger sense is about art as a 
vehicle that creatively displays the harsh realities of the world. 
However, the sharp tentacles of the outside world are shown gnawing 
the protected world of the artist when later we see that Omovo‘s 
painting ‗Related losses‘ is stolen from his home just as he wanted to 
show it to Ifeyiwa. He is overpowered by a ―numbing sense of loss‖ 
and imagines that: 
Many years later he would walk into a bookshop and come upon a 
bestselling book written by an Englishman on the African 
89 
 
condition. His long-lost drawing would stare back at him, 
transfigured by time, from the cover. The name of the artist was – 
Anonymous. 
( Okri 1996: 23) 
This shows the presence of neo-colonial forces in Africa which Okri 
tries to thwart through the determination of his painter protagonist, 
Omovo. Okri also projects the sordidness of the surroundings in 
which Omovo lives to highlight the devastating condition of Africa 
during 1970s. Omovo lives amidst the filth, hunger and violence of 
the city, Lagos and Okri offers an all-inclusive description of these to 
communicate the hollowness which forms the core of Africa‘s 
independent state due to the moral bankruptcy of its people and 
political incompetence of its government. The novel is loaded with 
instances which speak about the squalid life lived in Africa. To begin 
with, Okri tries to describe the ghetto where Omovo lives: 
…As he walked past the twin strips of bungalows that made up the 
compound, the airless trapped heat, the stuffy smells and the 
bustling noises crowded his senses. The cement ground was grey, 
dirty and full of potholes. Above, the sky could be seen through the 
corrugated eaves. 
 (Okri 1996: 06) 
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From this passage, the deterioration in the living standards of people 
in Africa after independence is evident because of the indifference of 
the indigenous rulers who did not improve the conditions of their 
people. These texts argue that the contemporary situation in Africa is 
the neo-colonial moment where American-led capitalism and 
globalization are the world powers. Throughout the novel, corruption 
in Africa looms large through frequent ―black-outs‖ (power-cuts) in 
the novel. These constant ―black-outs‖ function like a motif and lend 
the narrative a kind of coherence. It indicates the lawlessness that 
prevails in the states of Africa and manipulation of the people by neo-
colonizers for their own benefit. Omovo time and again is shown 
caught up in these power cuts: 
He stared at the soot-spirals on the ceiling. Blankly. It was many 
moments later before he realized that the electricity board had 
again, quite arbitrarily, cut off the lights. He felt the trapped heat 
rising under his skin. The darkness of the high corners pressed on 
him. Mosquitoes decended on his head as if they each had a private 
grudge. He found release in an uncomfortable sleep.  
(Okri 1996: 24)    
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Power-cut works like a metaphor in the novel, figuratively suggesting 
the ―dark-ages‖ which Africans are going through. Okri‘s vivid 
projection of the political scenario through symbolic and imaginative 
use of language underscores that Okri is a socially conscious writer 
with a fiercely imaginative eye. 
  The aim of Okri‘s vivid depiction of the neo-colonial 
oppression in Africa is to a large extent realized in the narration of the 
painting exhibition event where these dominating ideological forces 
become all the more apparent. Okri here tries to show how in a neo-
colonial state even art and artists are handcuffed/ barred from public 
scrutiny for the benefit and smooth functioning of imperial 
establishments. This is stated by Micere Githae Mugo: 
The neocolonial state… offering[s] privileges here and there, 
volunteering assured patronage, in an attempt to coerce the 
recipients into collaboration. Those accepting the bribes have a 
good life, taking appointments as cabinet ministers by the 
patronizing neocolonial regimes or by accepting lucrative 
directorships where they can make a quick buck, and so the 
alluring offers roll on. Those who reject the blackmail are severely 
punished for daring to prohibit the violation of their consciences.  
(Mugo 2007: 146) 
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 The Elbony Gallery where the exhibition is held is a ―two-storeyed, 
American-style‖ building. Omovo obtains permission to exhibit his 
paintings in this gallery from the gallery manager who describes his 
painting as ―…interesting. A vanishing scumscape…‖(Okri 1996: 32). 
On the day of exhibition, a large number of people gather in the 
gallery and while examining the work of different artists begin to 
form their theories of art which nauseate Omovo intolerably. They 
comment upon the state of art in contemporary Africa and one woman 
amongst them loudly expounds her ideas related to African art and 
states:   
‗… we have no Van Goghs, no Picassos, no Monets, no Goyas, no 
Salvador Dalis, no Sisleys. Our real lives and confusions have not 
been painted enough. You cannot describe a place, or setting, or 
character, by any reference to an African painter- because there are 
truly none! We have no visual references. You cannot say that a 
palm-wine bar is straight out of a painting by… dash, dash, dash, 
you cannot say a traditional meeting reminds one of a painting 
by… dash and dash. There are no quintessentials. It‘s all arid…‘  
(Okri 1996: 37-38) 
Here Okri taking recourse to irony shows the disregard of African 
people for their own artists since Keme— a journalist and also 
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Omovo‘s friend appreciates the painting of Omovo as being ―a bloody 
good commentary on our society!‖ (Okri 1996: 36). Yet, later when a 
soldier comes across Omovo‘s painting of a ‗scumpool‘, the 
atmosphere in the gallery changes. Omovo is asked to come forward 
which terrifies him as he is questioned by some people unknown to 
him regarding the idea/theme of his painting which they interpret as 
an attack on their ‗so called sovereign country‘. The dialogue between 
them is rendered in the following manner:  
‗Why did you do that painting?‘ 
‗I just did it.‘… 
‗You are a reactionary.‘…/ ‗You want to ridicule us, eh?‘ 
… ‗You mock our independence.‘…/ ‗You mock our great 
progress.‘ 
… ‗We are a great nation.‘…/ ‗You are not allowed to mock us.‘ 
‗I had to paint it, so I did.‘ 
‗You are a rebel….‘…/ ‗We are going to seize this painting.‘ 
(Okri 1996: 39) 
This leads to the confiscation of Omovo‘s painting by these 
government officials who claim to be the inhabitants of a ―dynamic 
country‖ and warn Omovo against serious actions (1996: 39). Omovo 
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repeatedly asks them ―‗I[i]s it illegal to paint‘‖ and the only reply he 
gets is ―‗NOW YOU MAY GO!‘‖ (Okri 1996: 39-40). This episode 
not only shows the revolutionary side of Omovo when he leaves the 
room with a ―curious half-smile on his face‖ against the incompetent 
leaders of his country but can be treated as a figurative means of 
delving into the nature of Ben Okri‘s fictional world which is at war 
against the neo-colonial world-view/ powers. As Zhu Ying also 
acknowledges: 
Okri turns his eyes to the enigmatic and dynamic side of African 
sensibility in redirecting the history and myth of Africa at a time 
when the devastating after-effect of colonialism is perhaps over 
emphasized. As a result, Okri‘s literary imagination recurrently 
draws upon certain inviolate ‗areas of the African consciousness‘ 
such as the resilience of spirit, the elasticity of aesthetics and the 
capacity of dreaming. 
(Ying 2006: 112) 
Ben Okri‘s narrative probes the ―postcolonial world where suffering, 
inequality, injustice, exploitation, and warfare are harsh daily 
realities‖ (Ying 2006: 148). He draws our attention to the neo-colonial 
African world rather to the inability of the Third World economies to 
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develop an economic and political identity. Thus, Okri elucidates 
Frantz Fanon‘s statement: 
NATIONAL liberation, national renaissance, the restoration of 
nationhood to the people, commonwealth: whatever may be the 
headings used or the new formulas introduced, decolonization is 
always a violent phenomenon. At whatever level we study it… 
decolonization is quite simply the replacing of a certain ‗species‘ 
of men by another ‗species‘ of men. Without any period of 
transition, there is a total, complete and absolute substitution. 
(Fanon 1967: 27)   
Dangerous Love is loaded with references to that historical past of 
Africa which has tread through a ―famished road‖. Okri offers an 
austere critique of those corrupt times by furnishing a detailed account 
of the happenings at Chemicals—the place where Omovo works. The 
reader is introduced to the corrupt employees of the company who, 
instead of doing the official work assigned to them, spend their time 
in ―their own private business‖ and become a nuisance for Omovo 
who is different as well as alienated from them since he wants to ―get 
through each day of office routine with the minimum amount of 
aggression… and resented[s] obeying orders‖ (Okri 1996: 198 and 
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186). Okri gives a lucid description of the corrupt affairs in the 
company when he narrates the events of the encounter between 
Omovo and Mr Babakoko— one of the influential customers in the 
company. He tries to bribe Omovo into arranging a supply of 
chemicals from the office so that he is saved from waiting in the 
queue. He embarrasses Omovo with these words: 
‗Listen, my friend,‘ Mr Babakoko said, ‗you are young and I 
understand what you need. Just come out straight with me and 
don‘t waste my time. Your friends are straight with me, your 
manager is straight with me. They get what they want and so do I. 
Everyone is happy. Fall for me, I fall for you- that‘s the game. 
Don‘t be shy about it.‘… 
‗Tell me what you want and arrange my supplies quickly. Your 
queue is too long. I have five other companies to get to and I can‘t 
spend all day here.‘ 
(Okri 1996: 189) 
This passage reveals the stark reality of corruption in Africa. Here 
again Omovo goes against the norms of his society and rejects the 
offer of Mr. Babakoko who leaves the place angrily with these words: 
―I[i]n this place money does all the talking. I feel sorry for you. Very 
sorry‖ (Okri 1996: 190). This event leads Omovo to meditate over the 
condition of his country. He comes across as the mouth-piece of Okri: 
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He thought about the entanglement of bureaucracy and corruption 
that has spread throughout the society. He thought about the older 
generation, how they have squandered and stolen much of the 
country‘s resources, eaten up its future, weakened its potential, 
enriched themselves, got fat, created chaos everywhere, poisoned 
the next generation, and spread rashes of hunger through the land.  
(Okri 1996: 190)  
Later in the day, Joe, a co-worker tells Omovo that he is disliked by 
almost all his colleagues for his behavior and tries to persuade him to 
―co-operate‖ because there is no other way of survival in a hostile 
surrounding. This detailed delineation of the corruption prevalent at 
Omovo‘s work place and by extension symbolically in Africa lends 
Fanon‘s words credibility: 
We find intact in them the manners and forms of thought picked up 
during their association with the colonialist bourgeoisie. Spoilt 
children of yesterday‘s colonialism and of today‘s national 
governments, they organize the loot of whatever national resources 
exist. Without pity, they use today‘s national distress as a means of 
getting on through scheming and legal robbery, by import-export 
combines, limited liability companies gambling on the stock-
exchange, or unfair promotion. 
(Fanon 1967: 37) 
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Omovo fights against these imperial powers but, loses his job in the 
company to the manager‘s nephew ―who had failed his school 
certificate exams‖, when he remains absent for three days from his 
duties after being beaten up during the night by some men sent by 
Ifeyiwa‘s husband. When he goes into the manager‘s office, he 
observes and studies the things in this room which create a sense of 
the old imperial power. He realizes that the ex-colonial powers 
continue to play a decisive role despite the fact that Africa has gained 
political independence. That colonialism does not end with the 
independence of a country is made explicit in the following words: 
On the wall behind him, next to large portraits of the Head of State 
and the Director of the company, was a photograph of him 
[manager] in England. He was with other English officials of the 
company. He was in the background and distinguishable only 
because he was a lone black face amongst white ones. The rest of 
the walls had many calendars, some of the company, all of them 
depicting romantic scenes of Western capitals.  
(Okri 1996: 263)   
Omovo is offered an unacceptable transfer to Mile Twelve Branch of 
the company— a far off place from Abala which he cannot reach even 
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if he wakes up at five o‘clock in the morning. Omovo declines and 
resigns from the job despite being offered a raise in his salary. 
Ben Okri represents the moral turpitude of Africa by dealing 
with the corrupt nature of its government and officials along with the 
cultural upheaval in African states by voicing the concerns of different 
members of his fictional society in Dangerous Love who have lost 
interest in their own culture due to the invasion of western culture. 
This is reflected in the novel through various incidents which are 
related to the African youth. In the novel, Ifeyiwa and Omovo are 
shown walking together in the streets where an open-air party is going 
on. They join the party and start to dance but, Omovo fails to 
complement Ifeyiwa‘s dance as he has completely forgot his 
traditional Yoruba dance movements. Ifeyiwa, on the other hand, gets 
engrossed in it and enchants the whole party with her movements: 
Staring at her, dancing stiffly, he was struck by how odd it was that 
he felt more familiar with disco music than with traditional 
movements. Ifeyiwa seemed at home with both. She dazzled with 
vitality. She danced so beautifully, with such ease and grace, that 
she began to attract the attention of the men around…. The crowd 
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cheered…. The musicians on the stand sang to her, describing her 
curves, her movements, and the fantasy of her body.  
(Okri 1996: 132) 
This reveals the influence of the American culture on the traditions of 
Africa where the young generation has lost interest in their roots. 
However, Ifeyiwa symbolizes the hope for a possible survival of that 
old way of life even amidst this crude reality. Later in the novel, 
Omovo acknowledges this fact before his friend Okoro while 
commenting upon the conditions of their life and country: 
‗I found I had almost forgotten how to do our traditional dance. I 
was really ashamed. All the elders kept mocking me. I mean here I 
am. I can do any disco dance, but I have forgotten the dance of my 
own people. It‘s really strange.‘… 
‗Yeah. Something has been stolen from us, all of us,‘ Omovo said, 
echoing Ifeyiwa‘s words.  
(Okri 1996: 181) 
This echoes the concerns of Ben Okri who is trying to make his 
people aware about their lost heritage. Okoro tells Omovo that ―…I 
can‘t speak my mother‘s language at all and I struggle with my 
father‘s. How did this happen to us, eh?‖(Okri 1996: 181).  Through 
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this conversation between the two friends it becomes apparent to a 
large extent that Okri wants to throw light on the cultural devastation 
by neo-colonialism which has enveloped the whole of Africa. Another 
instance from the novel where the neo-colonial American world-view 
is brought forth is through the representation of the friends of Omovo 
who are captivated by their dream of America and want to leave their 
own country. Ironically, they want to seek refuge from the nightmares 
of their own country in the American land. We learn about Dele‘s 
plans to go to America when Keme and Omovo go to his place, after 
having seen the body of the dead girl in the park. Dele after learning 
about the incident tells them that ―‗See how Africa kills her young 
ones…. Africa is no place for me. That‘s why I‘m going to the 
States…‘‖ (Okri 1996: 47). Dele is projected by Okri as a person who: 
…aspire[s] to a life of great ease and luxury. He despised the 
wretchedness around him. His single greatest ambition was to go 
and study in America. He believed that life would begin for him 
out there. But in his own country he felt that he was living in a 
state of suspended animation. 
(Okri 1996: 111) 
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 Dele tells his friends about his dreams; he tells them that once he 
goes to America he would ―…visit the Empire State Building, the 
White House, Disneyland, the Wild West- and maybe … will even get 
my[him]self some famous actress…‖(Okri 1996: 113). Another friend 
of Omovo who represents this yearning for the Western culture is 
Okoro. When Omovo reaches Okoro‘s dwelling place, the reader is 
told that: 
On the blue walls of his friend‘s room there was a poster of Fela 
Anikulapo Kuti, hand raised in a revolutionary gesture. Next to the 
poster was an Airways calendar with bright pictures of London, 
New York, Paris, and Amsterdam. The calendar was two years out 
of date…. The rest of the space on the table was taken up with 
application forms, cassettes, keys, address books, brochures of 
American universities, and correspondence course booklets.  
(Okri 1996: 105) 
Okoro features here as a person whose imagination has been swayed 
by the American way of life which also becomes apparent in his 
―incorrigible American accent‖ and he dreams of America in order to 
escape from his society which he says ―‗… is a battlefield. [Where] 
Poverty, corruption and hunger are the bullets. Bad governments are 
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the bombs…‘‖ (Okri 1996: 104 and109). However, it is not only the 
friends of Omovo who promulgate the neo-colonial American 
ideologies but his two brothers Umeh and Okur also project this state 
of their society: 
They came with a new passion. They wanted to go to America, 
where they hoped to work and attend university at the same time. It 
was every person‘s passion, fed by Hollywood films and album 
covers of popular disco musicians…. They talked about the money 
they would make, the people they would meet, and the new life 
they would begin.  
(Okri 1996: 65) 
This passage clearly highlights how the African decolonization has 
been reduced to a myth even after the independence of Africa. Ben 
Okri debunks the notion of America as the means of fulfillment of 
desires by showing the plight of Omovo‘s brothers once they leave 
their country: 
They wrote about their sordid lives. They sent photographs in 
which they were virtual tramps, with their eyes deranged of 
rebellion. 
They wrote about their illness. Their debts. About getting into 
fights, their imprisonment, about being set upon by gangs of white 
men who hated black people. About the ships on which they 
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stowed away. They spoke of themselves as homeless orphans. 
They wrote of their fights among themselves, their splits, their 
reconciliations.  
(Okri 1996: 277-278) 
 Ben Okri gives a vivid description of neo-colonial Africa when 
Omovo, after resigning his job, goes to the Valentino‘s Restaurant 
where his attention is grabbed by a group of five people among whom 
three are white men and the rest are Nigerians. The Nigerian 
businessmen smiled even on the incomprehensible jokes of these 
white men and ―kept looking around the restaurant as if they hoped 
someone who knew them would see them in their elevated company. 
And when they spoke, trying as they were to sound like the white 
men, they got their accents mixed up‖ (Okri 1996: 268). This reveals 
the total submission of the African elite before the white counterparts 
and also substantiates Chidi Amuta‘s (1989: 69) remarks that, ―The 
ruling classes and the bourgeoisie in Africa are hardly men of culture 
in any patriotic sense of that word…. [They are seen indulging in 
pastimes ranging] from polo and casino in five-star hotels to the latest 
exotica from Hollywood.‖       
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 These events lend several meanings to the title of the novel—
Dangerous Love—since they project how Omovo‘s love for Ifewiya 
and at the same time for his country becomes a cause of his suffering 
yet, it also enlightens the reader regarding the infatuation of Africans 
for America. That this dream turns into a nightmare is sincerely 
brought out through events in the life of the brothers of Omovo who 
leave their country only to ruin themselves and their home which 
symbolizes how Africans are inviting trouble for their homeland by 
making America their utopia. Ben Okri counters the neo-colonial 
ideology prevalent in Africa by means of Omovo‘s artistic abilities. 
Omovo functions as the mouthpiece of Okri and voices the untold 
stories. Omovo, after witnessing the turmoil and crudeness of life in 
African society, ends with a broader vision of life. He makes this 
reality the source of his art and also the goal to be achieved— the 
subject of his paintings. We even see Dr Okocha burning all the sign-
boards he made for people during his life time in order to get 
economic support. In this way, he frees art from the clutches of 
repressive regimes and explicates his definition of what art should be: 
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‗When things are bad people don‘t want to face the truth. I don‘t 
know why the old painters always made Truth a beautiful woman. 
Truth is an ugly woman. But her ugliness exists only in the eyes. I 
would choose the face of Medusa as a good image of Truth. She is 
actually a profoundly beautiful woman and we can only face her 
with the help of a mirror. That mirror is art.‘  
(Okri 1996: 100) 
This not only becomes a definition of art but a principle to be 
followed while writing the novel. It necessarily means a rejection of 
those norms which curb true art and artists in places like that of 
Africa. Omovo‘s answer is a straightforward critique of the neo-
ideological forces in the African society: 
He decided that in his paintings he wanted to create a simple 
vision, he wanted to start with what he knew, and what had hurt 
him, what had hurt all the people he identified with the most. He 
wanted his work fed from as many dimensions as made up the 
human. In it nothing would be too big or too small to include. He 
wanted his work to awaken the emotions and the inexpressible 
states that he felt, the states that fed into streams, the streams that 
fed into great seas…. For he instinctively believed…that the 
highest function of art was to make people feel more, see more, 
feel more fully, see more truthfully.  
(Okri 1996: 204) 
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This acknowledgement of Omovo regarding his art as the means of 
educating people about the forces which manipulate their lives at last 
culminates in his painting of the dead-girl which he and Keme had 
seen in the garden and which he names ―Related Losses‖— the title he 
also gave to the painting which was stolen from his house. And finally 
Omovo emerges as a ―silent revolutionary‖ in the novel who through 
his art decides to challenge the insidious imperial rule.   
 
 
 
 
 
 
 
 
  
 
 
 
Chapter IV 
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Dangerous Love and Cat’s Eye: A Comparative Analysis 
As John Hall states, ―…literature can only be understood in its social 
context, or that an external referent is necessary for the full 
comprehension of any text…. Most importantly… literature is part of 
society and can offer social content that will serve as information 
about society‖ (1979: 02). Sociology of literature helps understand 
how knowledge is constructed and disseminated into the human 
world. It figures out how a text is manipulated by selecting, arranging 
and combining certain events in a certain manner for a particular type 
of audience thereby, validating its point that a text cannot be devoid of 
ideology. The Marxist dimension of sociology of literature tries to 
envisage how ideology is propagated through literature and hence 
tends to highlight how different ideologies are either permeated or 
criticized within a literary work. It shows how society, ideology and 
literature interact with each other and in turn help readers to 
understand a text from different perspectives.  
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Georg Lukács regards the novel as a means by which the 
bourgeoisie ideology can be brought to forefront since bourgeoisie has 
turned into the exploiter of the proletariat class. Influenced by Lukács, 
Lucien Goldmann also seeks to unravel the relationship between text 
and society and vice versa. Goldmann establishes various social 
implications of literature. He points out that between literature and 
society, the novel serves as a homology in which the writer plays the 
main role and reflects the social conscience of a particular social 
group or class to the maximum possible extent.  
 In the postcolonial context where writers mostly deal with the 
question of culture, politics and society, sociology of literature 
upholds a firm ground for its growth. Literature in the post-colonial 
world is deeply rooted within the ideological frame-work and also 
perpetuates it in order to challenge the colonial ideologies. Sociology 
of literature in this scenario turns up with the evaluation of these 
societies with the aid of the literary works written by the indigenous 
people/ writers. It helps the readers understand the real situations 
prevailing in these countries and at the same time becomes a shaping 
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factor for the growth of these nations. Post-colonial writers thwart the 
discourses of European-constructed knowledge of the erstwhile 
countries based on binary oppositions and attempt to emerge 
independent of the mother culture. Post-colonial writers and critics not 
only show how colonialism has affected the colonized masses but also 
focus on the siege of neo-colonial powers by means of neo-ideologies 
on these so-called independent nations. They show how ―‗free‘ 
nation-states continue to suffer from economic exploitation by 
European powers‖ (Nayar 2008: 5). Postcolonial literature in the 
present times particularly tries to figure out the means by which these 
nations are kept under the perpetual control of the Western neo-
colonial powers like America, which without establishing formal 
colonies is able to run the whole social, political and economic system 
of these sovereign nations. This is exemplified in the following 
passage: 
Neocolonialism is the continuing economic exploitation of Asian 
and African nation-states by European and American powers… 
neocolonialism is achieved not merely through state control by 
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Euro-American powers, but by a nexus between the politician, the 
banker, the general, and the Chief Executive Officers (CEOs).   
             (Nayar 2008: 5-6) 
This passage reflects how the post-colonial era in these countries is 
replete with new forms of crisis and therefore it has become a major 
preoccupation for critics, theorists and literary writers to highlight this 
contemporary scenario in their works. This involvement of post-
colonial literature with the offshoot of neo-colonialism brings it all the 
more closer to the concerns of sociology of literature.  
 Margaret Atwood and Ben Okri are two major figures from 
Canada and Africa who share the apprehensions of many people 
regarding the intrusion of neocolonial forces within the post-colonial 
nations and focus on its upsurge amidst their own countries. In the 
second and third chapter an attempt was made to explore the two 
major novels, that is, Cat’s Eye and Dangerous Love written by 
Margaret Atwood and Ben Okri respectively. The objective was to 
throw light on the cultural and political mechanisms of their 
respective countries and at the same time illuminate the attempts made 
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by these two novelists to contest the forces either apparent or hidden 
which have restricted the complete cultural and political self-
definition of these seemingly independent nations. Ben Okri and 
Margaret Atwood in these two novels bring to limelight the history of 
their immediate societies and the damage caused to these by the 
colonial and neo-colonial powers. Both writers are witness to 
repressive forces which have crept into their societies and just like 
many conscious representatives of their countries and other post-
colonial countries, for example, Chinua Achebe, Ngugi wa Thiong‘o, 
Wole Soyinka, Marian Engel, Margaret Laurence, Rudy Wiebe and 
Amitav Ghosh are trying to highlight the nature of those forces. 
Margaret Atwood in her novel Cat’s Eye projects the neo-
colonial scenario prevalent within the Canadian society and deplores 
the forces responsible for slowing down the process of Canadian 
attempts at a socio-political and cultural self-definition. She gives a 
realistic picture of Canada while using postmodern literary techniques 
which help her project the fragmented psyche of the Canadians. 
Atwood here works against the neo-imperial American and European 
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agencies which have left Canadians in a vacuum of disintegrated 
identity. She throws light on the preoccupation of writers in Canada 
and the hurdles they face towards helping Canada build a national 
identity. Atwood elucidates the inability of Canada to rise against the 
American capitalism and mental colonization of her people. It is 
through the protagonist of this novel, Elaine that Atwood has been 
able to locate the major ideologies which are overpowering the 
Canadian society. Elaine manages to give her life a form and a 
mission notwithstanding the trials that she has to undergo. Elaine 
symbolizes Canada which after suffering severe forms of 
displacement is fighting to retrieve its dignity. The story thus moves 
further from personal to national and documents the history of 
Canada. The individual and national go together so as to form a 
homogenous identity which is easily distinguishable from the 
―mother‖ and the American- derived- one.  The painter protagonist of 
the novel renders complete meaning to the concept of ‗survival‘ which 
is a symbol of a distinguished Canadian identity. Elaine like Atwood 
is able to accomplish her role as an artist even while the entire society 
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is drawn towards America as a land of prosperity and fulfillment. 
Through Elaine‘s journey right from her childhood, Atwood 
chronicles the socio-cultural conditions of Canada which has rendered 
the Canadian consciousness sterile. She unfolds the excessive 
dependency of Canadians over the ex-colonial and the new-imperial 
powers for sustenance. However, Elaine is able to come out of these 
shackles, manifest a distinct Canadian identity and lend a dignified 
status to her country. Thus, the stance of Margaret Atwood regarding 
the role of the art and artist becomes apparent as she legitimizes it 
through the position which Elaine takes in the novel. 
Ben Okri in his book Dangerous Love works out a similar 
approach while projecting the reality of post-independent Africa 
caught up in neo-colonialism. Though the novel pivots around Omovo 
yet his artistic career and relationship with Ifeyiwa also happens to 
mirror the reality of post-independent Nigerian world. Dangerous 
Love describes the various aspects of Nigerian society which have 
hampered the growth of this so-called independent nation. It is an 
explicit comment on the subjugation and disintegration of a 
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community. Okri reveals how all the basic institutions have undergone 
severe debasement due to the ongoing neo-colonial rule. It is through 
the painter protagonist of the novel as it is also in Margaret Atwood‘s 
novel Cat’s Eye that Okri manages a direct critique of his society and 
carves out a path for the redemption of his own nation. Omovo‘s life 
serves as the model for writers to uncover the latent ideologies which 
are spread by the neo-colonial rulers in alliance with the neo-elite 
within the African society. Okri unveils the hidden truth and shows 
that the alienation of Africans with their own country, culture, history 
and people is basically an outcome of different ideologies practiced 
subtly and insidiously so that they remain subservient to as well as in 
need of some external agency to govern them. Dangerous Love 
portrays the corrupt society of Logos which culminates in a detestable 
image of ―scumpool‖, where the bourgeoisie disseminates the neo-
colonial policy. These interlocutors look up to the master for guidance 
and always remain in search of resources to attain the status and 
standard of their master. In Dangerous Love this is rendered through 
the portrayal of the employees who work at the chemical company. 
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These employees are shown representing the ubiquitous neo-colonial 
powers. It is not only these people who are being driven by the neo-
colonial forces but, Omovo‘s friends and his brothers are also swayed 
by them since they want to leave their country and go to America for 
the fulfillment of their dreams. However, what happens to Omovo‘s 
brothers when they leave their roots and reach America is an 
unequivocal negation of these ideals by Okri.  
Similar concerns are being dealt with by Margaret Atwood in 
Cat’s Eye where people fed by American culture and world view look 
down upon their own country and believe that a successful future can 
be build only in America. Atwood convincingly counters this mindset 
through Elaine who irrespective of so many hurdles and challenges 
represents her own land and people. Here, Margaret Atwood and Ben 
Okri share the major preoccupations of sociology of literature as art 
for them becomes a manifestation of the society and helps bring forth 
those ideologies that thwart its growth and development .  
Thus neo-colonialism is shown as a major threat in the 
contemporary world, particularly for these erstwhile colonies. Though 
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both writers deal with two different cultures which share no links with 
each other, their problem remains the same. However, it would not be 
correct to say that their works are essentially similar in nature since 
their content as well as their techniques are different. 
A further scrutiny of the preceding chapters reveals that 
Margaret Atwood and Ben Okri forge a strong bond/ connection with 
various tenets of Marxism. Marxist theory, needless to say, focuses on 
the relationship between society and literature and propagates the idea 
that literature shares links with the past or the history of a people and 
nation as do Cat’s Eye and Dangerous Love. Yet, another important 
feature of these referred texts which shows their alliance with the 
Marxist thought happens to be the way they put across a critique of 
the ideologies which otherwise remain hidden in social structures and 
institutions and thereby render the very roots of these societies 
cankered. The premise of Georg Lukács‘ theory that proper literature 
should offer a critique of ideologies and bring them to forefront is 
granted a practical shape in the given texts. However, these two 
novels do not remain restricted to the ideas of Lukács alone. They also 
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sum up the Althusserian point of view regarding ―ideological state 
apparatuses‖ and show the role of law, education, religion and art in 
the formation of ideologies and in providing them a formal feature/ 
characteristic. Cat’s Eye and Dangerous Love foray the ideological 
leanings of literary texts which authenticates the view of Marxists that 
all literary texts are ideological in nature however the only difference 
rests in the nature of these ideologies. In this context, Cat’s Eye and 
Dangerous Love find place in Fanon‘s framework as awakening 
people and educating them about repressive ideologies to end 
suppressive regimes. 
 
 
 
 
 
 
  
 
 
 
Conclusion 
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Conclusion  
Sociology of Literature, though not an organized field of study 
governed by key questions or debates, has come up with influential 
theories, insights and research findings. The ideas of a particular 
social group and its connections with the fictional work of art are of 
perennial importance to the critics of sociology of literature. 
Sociology of literature moves beyond the individual concerns towards 
the social group for a critical analysis. Burns and Burns look at 
sociology of literature as a critical discipline and argue that art has to 
commute as a challenge to the authorized order. They propound the 
view that sociology as a field should come up with a critical 
evaluation of all the social institutions and social behavior. The 
approach towards sociology of literature has been different in 
different geographical spaces. In the United States, the determinant 
role of sociology of literature has been on content analysis. The focus 
is on mass culture and its effects while keeping in view the political 
and commercial propaganda. However, in recent years we find that 
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sociology of literature has directed its focus towards new avenues. It 
analyzes the relationship between literature and social groups. It has 
attempted to distinguish literature from other media. Sociology of 
literature has re-defined the role of author and has generated ties with 
reader response analysis. With the advent of Cultural Studies in 
1970‘s and 1980‘s, sociology of literature widened its scope towards a 
more advanced understanding of base and superstructure dialectics 
along with an analysis of the use of culture for the increase of 
economic capital. It has turned up with surprising insights into various 
realms of literary production. It has pointed towards the generic 
diversity which springs from the complex differentiation of structures 
and status in a given community. Further, focus has been laid on 
―textual classes‖, based on classification of genres according to the 
classification of audience. The reader is not foreshadowed as a passive 
recipient but is considered as a creative power. To come to terms with 
the problem of construction of meaning, sociology of literature has 
taken over the concept of European ―reception aesthetics‖ which 
argues that reader places a text within the horizon of preconceived 
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expectations. Sociology of literature has unveiled that the status of 
reader, his/her gender, nationality and personal experience are 
influential in interpreting a text. Along with these things it has also 
concentrated on the study of connections between members of literary 
organization at the point of production and consumption. 
 In the post-colonial scenario where neocolonialism has 
threatened the development of erstwhile colonies, sociology of 
literature has a vital role to play since it evaluates the role of both the 
reader and author in tackling a situation. In Canada and Africa, the 
former colonial power and newly grown economically powerful states 
have established a continuing presence. The powerful nations and 
trans-national corporations interfere in the governance of these 
economically weak nations. Dependency theory traces this covert 
economic neocolonial practice going on in poor peripheral states. For 
the economic sustenance of center (wealthy states), material resources 
are exported from the underdeveloped or so called developing nations. 
Sociology of literature unfolds the real cause of underdevelopment in 
the ex-colonial countries as the ―world system‖ which they adhere to. 
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It brings across a critique of multinational corporations as leading to 
environmental, ecological and humanitarian devastation. These 
corporations benefit only a handful of people and in exchange hamper 
the economic development of these ―neocolonies‖. The establishments 
like IMF (International Monetary Fund), WTO (World Trade 
Organization) and the WB (World Bank) are exposed as working for 
this neocolonial expansion. It has been pointed out that economic aid 
provided by these organizations under certain provisions is beneficial 
to the IMF and the World Bank. To pay back the debt, these 
underdeveloped nations give monopolies to foreign corporations 
which puts the indigenous organizations and markets in a never-
ending crisis of debt rather than helping them to grow. This serious 
threat is faced by countries like Africa, Caribbean, Canada, etc. Africa 
is paying more money than the amount it received in loan from the 
IMF and World Bank as debt service payments which has deteriorated 
the overall living standard of people. Sociology of literature, while 
pointing towards these aspects of neocolonialism, also informs the 
reader about the cultural domination of the foreign nations through 
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language, media, education, religion, entertainment etc. The constant 
involvement of West in the African issues related to politics, 
development, economics and human rights shows that West is trying 
to destabilize the African governments. In this kind of scenario, 
sociology of literature can help restore historical, ethnic, cultural, 
political and economic structures of all the societies which have 
worsened after the end of colonialism. In Canada, the dependence on 
American means of entertainment and other necessary equipments of 
life have marginalized their identity and one finds it merging into the 
vast expense of American culture. The Tricontinental Conference 
OSPAAL (Organization for Solidarity with the People of Asia, Africa 
and Latin America), and the Non-Aligned Movement also challenged 
the neocolonial rule especially that of America. They define it as 
―paternalistic neocolonialism‖ which is a derived form of earlier 
colonial policies based on exploitation and racism. Not only thinkers 
like Edward Said, Ania Loomba and Frantz Fanon but the writers 
belonging to these subjugated nations also are trying to fight back this 
new brand of colonialism.  
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 Rudy Wiebe‘s Discovery of Strangers (1994) and Of This 
Earth: A Mennonite Boyhood in the Boreal Forest (2006) are 
considered as landmarks in Canadian fiction. He has vigorously dealt 
with the themes of exploitation of prairies by the Europeans, the 
significance of life as a Canadian and his connections with the 
Canadian land in his novels. Esi Edugyan a contemporary Canadian 
novelist deals with the issues of ideology and history in her works like 
Half-Blood Blues. She also talks about the racist prejudices in her 
works. In Africa, novelists work on a similar plan to tackle the drastic 
conditions to which they are subjugated. Achmat Dangor in his novel, 
Bitter Fruit (2001) documents the aftermath of the apartheid 
movement. He shows the disintegration of families which reflects the 
general destruction of a whole society. He is able to capture the 
corrupt nature of people within the community exploiting their own 
countrymen. Chris Abani, similarly, in his works attempts to uncover 
the troubled state of African nation. A large number of Canadian and 
African writers including Margaret Laurence, Marian Engel, Wole 
Soyinka, Chinua Achebe, Ousmene Sembene, Ngugi wa Thiong‘O 
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have dealt with these concerns along with Margaret Atwood and Ben 
Okri. However, Atwood and Okri remain the most important 
representative figures of their countries. As this study of Cat’s Eye 
and Dangerous Love made evident, the study of works of different 
authors from this perspective can be helpful in creating awareness in 
various societies.  
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